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We bring you the ultimate guide to exploiting the full power 
of Adobe Photoshop and unleashing your own artistic potential... 


elcome to the Complete Adobe 

Photoshop Handbook 2: over 

250 pages of practical projects, 

inspirational features and 
challenging tutorials designed to help you get 
more from Adobe Photoshop. 

Photoshop is a program that needs little 
introduction. It has dominated the world of 
photo-manipulation for the past decade, and 
steadily grown into the ultimate tool forall 
graphic artists and designers. Photoshop is 
such a monster of an application that even 
seasoned graphics professionals admit to only 
scratching the surface of its capabilities. And 
once you've mastered the numerous filters 
and effects that are native to the package, 
there's an army of third-party developers 
offering plug-ins to extend its functionality 
even further. The creative possibilities are only 
limited by your imagination, and of course 


your knowledge of the program itself... 

And that's where the Complete Adobe 
Photoshop Handbook 2 can help. Whether 
you're an experienced designer or a novice 
interested in making more of your digital 
images, everything you need to take your skills 
to next level is right here. Our easy-to-follow 
tutorials walk you through the process of 
creating some truly stunning images and 
effects. We'll even show you how to recreate 
our cover image, which looks like a high- 
quality photograph, but is in fact created from 


scratch using only Photoshop's tools. When 
you reach the end of each project you'll not 
only have an impressive piece of artwork, 
you'll also possess a new set of skills to help 
translate your own imagination into pixels. 
Your two complementary CD-ROMs 
contain all the files you need to complete our 
hands-on projects, as well as a trial version of 
Photoshop 7 to get you started, plus a host of 
plug-ins and image files. So, boot up your 
computer, turn the page and prepare to take 
your Photoshop skills to a whole new level... 


When you reach the end of each project, 
you'll possess a new set of skills to help 
translate your imagination into pixels 
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Creative projects Tips galore 


Adobe Photoshop offers a whole wealth of No waffle, no chit-chat, just a wealth of advice 
tools and techniques to maximise your creativity. and trade secrets from top Photoshop experts. Our 
In this opening chapter, we demonstrate some top tips will have you working smarter in no time. 


of the very best. 
110 Photoshop 7 tips 


012 Creating a fantastical face in Photoshop 120 50 more tips for Photoshop 7 

017 Movie-style action effects = 

023 Creative commissions CRs eS 
027 How to add decades to your subjects 

031 _ Digital demolition effects Tech n i q ues 

034 Surreal portrait using stacking techniques 


Even if you're a professional graphic artist, there's 


CSS eee ue Poon always new tricks and tools to learn in Photoshop. 


044 All the skills you need to create stunning 3D images Master more of the skills that matter with the 
050 How to integrate Photoshop with your 3D program help of our guide to Photoshop techniques... 
056 Graffiti art 
064 Creating film posters in Photoshop 128 The art of sharpening 
133 Colour management with digital cameras 
CHAPTER 2 138 Faster results in Photoshop 


145 Photoshop Vectors 


Photoshop in depth 149 Customise your Photoshop tools 


Delve deeper into the creative potential of 154° __ Designing T-shirts using Photoshop 
Photoshop with features and case studies to 159 Scanography techniques 
inspire your work. 163 Designing to a brief 
167 Crazy natural media effects 
074 Build your own plug-ins for free 173 From Photoshop to the web 
079 Follow three top illustrators as they tackle the same brief 178 Creating montages 
092 Psychedelic effects 185 Classic Photoshop techniques 


097 Creating Pop Art-style illustrations 
100 Build a portfolio 
105 Online portfolios 
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Typography 


Photoshop is designed to make impressive 
images, but text often plays an important role. 


This chapter will help you get the most from 
your typography. 


192 Treating your type right 

198 Type comes alive 

203 Typography — your questions answered 
208 Cool type effects with Photoshop filters 


CHAPTER 6 


Q&A 


A host of genuine users’ questions, answered 
authoritatively by our panel of Photoshop experts. 


214 How can | colour-calibrate monitors to the same settings? 
216 Which lighting effects are best? 
217 How can | improve the quality of my JPEGs? 


218 What do Photoshop 7’s new features do? 
219 Can | create brushes from my own artwork? 
220 Where am | going wrong with the Clone tool? 


221 What's happened to Paths and Selections in Photoshop 7? 
222 Why does the High Pass filter turn my images grey? 


223 Can | add a second mask and leave the first untouched? 


Special 2 CD-ROM issue 


CD-ROM 1 includes a trial ve 


photo librari 


the files that you'll need to comp 


projects within the mag. 
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CHAPTER 7 


Reviews 


Take a look at a range of additional products that 
will squeeze every last drop of functionality out 
of Photoshop, including plug-ins, filters and ideas 
for further reading. 


226 Beyond Photoshop 

232 Silver Oxide filters 

232 Alien Skin Xenofex 2.0 
233 Intellihance 4.1 

233 Mask Pro 3.0 

234 Mystical Lighting 

234 Dreamsuite Gel 

235 Flaming Pear India Ink 
235 Andromeda RedEye Pro 
236 RAW Plug-in & JPEG 2000 
236 maging Factory Pro 
237 Freeware links 


238 Fontlab 4.5 


239 Book reviews 


Disc pages 

Your guide to all the software, plug-ins, images 
and tutorial files that are packed on to your two 
complementary CD-ROMs. 


246 Adobe Photoshop 7 (trial version) 

246 Your tutorial files 

247 Flaming Pear Photoshop plug-ins 

247 95 Photos by Image’After 

248 Using Zephyr and Electroplate plug-ins 


249 Royalty-free photographs from imagesource 
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Creative projects Chapter 1 


Adobe Photoshop offers a whole wealth of tools and 
techniques to maximise your creativity. In this opening 
chapter, we demonstrate some of the very best. 


012 Creating a fantastical face in Photoshop 
017 Movie-style action effects 
023 Creative commissions 


027 How to add decades to your subjects 


031 Digital demolition effects 


034 Surreal portrait using stacking techniques 


038 Holiday photo tips 


044 Allthe skills you need to create stunning 3D images 


050 How to integrate Photoshop with your 3D program 
056 Graffiti art 


064 Creating film posters in Photoshop 
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Mustration by Derek Lea 
DEREK@DEREKLEA.COM 


Illustration: 


Photoshop face-off 


When it comes to Photoshop, the only real boundaries are the 
limits of your imagination, as this surreal image from Derek Lea 
demonstrates. Here is a step-by-step guide on how to create it 


n this tutorial, we will focus on illustrator Derek 
Lea’s surreal and stunning image, which was 
commissioned for issue 41 of the magazine 
Computer Arts Special. Within days of that issue 
hitting the newstands, the publication was inundated with 
emails about how its cover was created. Over the next few 
pages, with the invaluable help of Derek Lea himself, we will 
demonstrate exactly how it was done. 

“This image came about when | received an email from 
Matthew Harvey, Art Editor of Computer Arts Special,” 

Lea begins. “He had a vague concept for the cover of an 
upcoming Photoshop special. This time we were going to do 
something a little different. The subject was to be compelling 
and not so literal. He was asking for a woman's face on the 
cover, but not a woman of this world; he wanted something 
alien or elfish-looking, with swirling detail around her eyes.” 

“| don't think either of us really knew what it would end 
up like for certain. | always applaud an art editor who has 
faith in an idea that could go in any number of directions — 

l imagine it's no easy feat to pitch the concept to the 
administrative folks who have to approve it.” 

He explains the early stages: “| downloaded a supplied 
photo of the model that was shot by The Walcot Studio in 
Bath (www.thewalcotstudio.co.uk). When | saw how good the 
image was, | felt pressure. This was a great shot of a fantastic 
model — if this cover went wrong it would be all my fault.” 

“In thinking how to make her alien, we agreed ona 
desaturated greyish appearance, and | sent a quick test to 
Matthew of how the horizontal flipping of half her face was 
going to work. We agreed that this was the direction to go in. 


The difficulty was in the detail. | had nothing to go on except 
for a couple of conversations with Matthew. Some ideas 
tossed around were ornate furniture details or fine ironwork. 
Itwas the idea of architectural details that struck me as the 
way to go. | was thinking of a group of buildings in Toronto's 
financial district that had always captivated me. There are 
dozens of them — littered with exquisite details.” 

Lea set out with his camera ona freezing cold day. 
“Anyone who's been in Toronto in December will know that it's 
cold, Thankfully, there wasn't any snow around at the time, so 
at least the buildings | wanted to shoot would be clear. Sure, 
it would've been nice to wait for warmer weather, but we just 
didn't have the time. In many instances, | would stand on 
things to get up higher, so that the perspective of the shots 
was dead-on; things like bicycle racks, newspaper boxes and 
parked cars ina couple of instances. There was one point 
where | was standing on top of a newspaper box and a bus 
pulled up — | was eye-to-eye with the passengers! Naturally, 
they were looking at me like | was absolutely insane. And | 
was insane, outside in December climbing on things in 
downtown Toronto to get just the right images. 

“After taking over 70 shots, | called it a day. My hands 
were aching from the cold and | hate shooting with gloves on. 
| narrowed my selections down to 23 shots to show Matthew 
for the go-ahead. He agreed it would work. After studying all 
the shots, and places on her face we could blend them in, | 
chose the five most appropriate for this job and got down to it. 
The result is the image on the facing page, with the process 
revealed step-by-step on the following pages. Have fun! 

I know | did, except for the aching fingers part, of course...” > 


Photoshop face-off Tutorial. | 


BELOW This portrait shot was taken by The Walcot 
‘Studio in Bath — a digital photography studio. 


BELOWLEFT Illustrator Derek Lea risked life and frozen 
limb to take 70 architectural shots in Toronto's financial 
district. Find out how he worked these into the final 
Illustration on the following page. 
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Tutorial Photoshop face-off 


Part 1: Preparing the face 


We'll start by flipping half of the face, doing some colour adjustments and then smoothing her complexion 


Open the file face.psd (on your cover CD), 

then duplicate the background layer by 
dragging it onto the Create New Layer icon in the 
Layers palette. On the duplicate layer, choose 
Edit>Transform>Flip horizontal from the menu to 
flip it over. Use the Rectangular Marquee to draw 
a selection over the right half of the model's face. 


In the reds section of the Selective Colour 

dialog pull-down menu, boost the cyan slider 
by 9, the magenta by 33, and reduce the yellow by 
17. \n the neutrals section, increase the cyan by 10 
and decrease the magenta by 5. This helps pale the 
skin and brighten the red lipstick slightly. 


Create a new Selective Colour adjustment 

layer with the current selection active. In the 
whites section of the pull-down menu, subtract 16 
from the cyan, magenta, and yellow channels. Now 
draw a closed path over each iris. Make a selection 
and create a new Selective Colour layer. This time, in 
the neutral section, you should subtract 25 from the 
magenta and the black channels. 


Now choose Layer>Add Layer Mask>Hide 

Selection from the menu. Hold down 
Command and use the arrow keys to nudge the 
layer a little to the right and up slightly. Watch her 
lips to see how things are matching up. Now select 
the Brush tool, choose a large soft brush, and paint 
over the harsh line down the centre of the mask. 


ARE 
BBE 
RAH! 


Now it's time to hide the T-shirt and fix up 

the hairline a bit. Select a soft brush with an 
opacity of 100 per cent. Create a new layer and 
sample the dark background colour using the 
Eyedropper tool. Now paint over the T-shirt and 
the top area of the hairline - you may find it easier 
if you use slightly smaller brush sizes around the 
jaw and ears. 


Make a selection from the same path again, 

but this time create a new Hue/Saturation 
adjustment layer and increase the saturation by 25. 
Now create a new layer and select the Clone Stamp 
tool(s). Choose a brush tip size of around 65 pixels 
and make sure that Use All Layer and Align are 
enabled. Sample nearby areas of clear skin and then 
Clone out her freckles on this layer. 


Create a Hue/Saturation adjustment layer and 
desaturate by 10, Create a new layer with a 
Blending mode of Colour and fill the entire layer 
(Option+Delete) with a foreground colour of pale 
purple (C-22,M-15,Y-4, K-0), Reduce this layer's 
opacity to 40 per cent. Create a Selective Colour 
adjustment layer and ensure Absolute is checked. 


Duplicate this layer and use Edit>Free 

Transform>Flip Horizontal. Hold down the 
Command key or use the Move tool <V> to slide it 
to the left side of the image so that it covers it (just 
like the right side). Select the Pen tool and draw a 
closed path around each eye. Command-click the 
Path icon in the Paths palette to generate a 
selection from it. 


Create a new layer. Select the Brush tool and 
| 9 | use a combination of large and small soft 
brushes with opacity settings between 10 and 40, 
gently painting over the natural blemishes in her 
skin on this layer. Use the Eyedropper tool to 
sample different underlying colours for different 
areas. Ensure that you keep painting carefully until 
the model's skin looks very smooth. 


Insight : Absolute 


We use the Absolute method in Selective Colour because it creates a more dramatic 
effect. Note that you can only affect specular white using Absolute, because it has 
no initial colour value. The Relative method is relative to the content of existing 
colour within a pixel. If you had 10 per cent cyan and then increased the cyan by 10 
per cent more, for example, the result would be 11 per cent. But if you used 


Absolute, it adjusts the colour using an absolute value, resulting in 20 per cent cyan. 
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Insight : Naming Paths 


When you create a new path in Photoshop, it’s named ‘work path’ by default. So 
it's a good idea to name a path in the Paths palette if you want to keep it. To do 
this, simply double-click the Path icon in the Paths palette and enter a name in the 
resulting field. Remember, if you don't name your path, you could accidentally lose 
it. When your work path is inactive and you create another path, the work path you 
had earlier is automatically replaced with your new work path. 


Part 2: Cheek details 


Adding some of those architectural details using Free Transform, masks, layer combinations and Liquify 


| 10 In the file detail1.psd, generate a selection 
from the existing path. Use the Move tool to 
drag the contents of your selection into your 
working file as a new layer. Use Edit>Free Transform 
to scale and rotate it approximately into place. 
Duplicate the layer and change the mode to 
Overlay. Command-click the layers icon to generate 
a selection from it. 


Link the two layers containing the pieces of 
detail and merge them. Choose Filter>Liquify 
from the menu. Switch Backdrop on and choose 
Background Copy from the drop-down. Initially, 
use the Warp tool with a large brush size and low 
pressure setting to adjust the shape of the detail so 
that it follows the facial contour more closely. 


Create a new layer with a Colour blending 

mode. Sample a colour from some nearby skin 
and fill the selection (Option+Delete) with the 
colour. Deselect (Command+D). Link these three 
new layers in the Layers palette and merge them 
(Command+E) into a single layer. Next, add a layer 
mask, then use various soft brushes to softly mask 
out the hard edges. 


Photoshop face-off Tutorial 


hve 
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Bring in the piece of detail that is enclosed 

in a path from the file detail2.psd. Use Free 
Transform to reshape and rotate it into place on 
the girl's cheek. Use the same method you used 
previously to create a stack of layers, then merge 
them. Now add a mask and gently soften the 
edges, so that this piece looks like it really 
belongs inside the other. 


PP Next, use the Bloat tool to swell areas that 
need to look raised, and the Pucker tool to 
shrink areas that need to look recessed. Take your 
time here, and use a very low-pressure setting to get 
things looking just right. Use a large brush size to 
avoid making obvious wavy and warped lines, 
where smaller strokes would meet. 


| 15 | When you've finished, click OK. It may take a 
minute or two to apply the effect. Do not be 
frustrated if your effect doesn't match ours exactly. 
Liquify is such a (pardon the pun) fluid medium that 
it's very difficult to reproduce the exact effect twice. 
Go back into the Liquify filter a second or third time 
if you need to to improve your work. 


Insight : Layer Stacks 


Building up duplicate layers with different blending modes is a quick and easy 
(non-linear) way to experiment with different effects. Sometimes you'll hit upon a 
winning combination that you can add to your bag of tricks. The method used here, 
of duplicating a normal layer, changing it to an overlay layer and then adding a 
colour layer on top of the two, makes the architectural details share similar colour 


and contrast to the face. Definitely one to make a mental note of. 


. . . 

Insight : Liquify 

The Liquify tool is highly intuitive to use, especially with a Wacom tablet. A pressure- 
sensitive one is best — because it genuinely gives you the feeling you're painting 
something soft into shape. Liquify can prove frustrating to the beginner, though, so 
first off use slight pressure settings and large brushes; you'll make subtle, gradual 
adjustments this way. Take your time and be patient - jump in with a high-pressure 
setting and small brush and the filter will feel out of control... 


Part 3: Brow details 


Time to add more architectural details to the 


brow and forehead 


Make a selection from the path included in the Fal Use a small soft brush on the mask to remove 

file detail3.psd. Drag the contents into your the hard edge of the piece of detail. Use the 
working file as a new layer. Use Free Transform to Radial Gradient tool with a foreground colour of 
rotate, scale and distort this piece of detail so that it black and a setting of Foreground To Transparent to 
fits nicely over the top of the model's brow. Createa __ gently blend the area that overlaps the bridge of the 
layer stack, as you did for the previous details, then nose, Draw a rough Lasso selection on the upper 
link and merge the layers and add a layer mask. right area and use the Radial Gradient there, too. > 
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Brow details continued... 


pry Create a new layer and drag it under the brow 
detail layer. Use the Clone Stamp tool on this 
layer to remove the eyebrow that's still showing. 
As with Liquify, you get a better result if you use a 
large, soft brush with a low opacity setting, going 
over and over certain areas. Paint a little shadow 
under the detail using a soft brush on this layer. 


Create a new layer on top of all the others with 

a blending mode of Lighten. We now want to 
concentrate on blending the top of the detail into 
the forehead. Use a soft brush with a low opacity 
setting to gently paint over the top of the detail, 
using colours sampled from the forehead. 


Make a selection from the existing path in the 
file detail4.psd. Drag the contents into the 
working file as a new selection. Resize and rotate the 
piece into place using Free Transform. Create a layer 
stack, merge it, and create a layer mask. Use a 
combination of big and small soft brushes with 

varying opacities to mask out the edges. 


PIE Bring in the piece of detail from detail5.psd, and 

do the same thing you've done four times 
already. Resize, stack, merge and mask. This time, 
though, move your layer in the Layers palette so that 
it's sitting underneath the layer that has the brow 
detail on it, but still sitting above the layer that you 
cloned the eyebrow out on. 
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Part 4: Finishing up 
Now to bring detail to the other side and add a few 
finishing touches 


BB ink all the layers that make up your details, 
including the layer under the brow and the 
lighten layer above it. Now Merge them. Duplicate 
the merged layer and choose Edit>Transform>Flip 
Horizontal from the menu to flip it over, Use the 
Move tool and drag the layer over to the left and 
move it into place, as shown. 


EY Click on the foreground colour icon to access 
the Colour Picker. In the Picker, create a new 
foreground colour of C-71, M-17, Y-12, K-O. 
Create a new layer with a Colour blending mode 
and an opacity setting of 22. Fill the layer with the 
foreground colour (Option+Delete). Duplicate the 
layer and change the blending mode to Soft Light. 


PYy Generate a selection from the iris path that 
you created earlier. With the selection 

active, create a new Hue/Saturation adjustment 
layer and then increase the Saturation by 35. The 
original idea for the image was to have the eyes 
jumping right out at you. And increasing 
saturation against such a desaturated face really 
helps to create this effect 


Final step 


Well, pat yourself on the back - you've done it. 


Now you know the secret behind one of most popular covers ever to appear on Computer Arts Special. 
If you still have the strength left, why not create one more new layer, then use the Clone Stamp tool 
with a small brush tip to Clone and clean up the eyelashes, just to smarten things up a little bit. lm 
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| Tutorial Create a movie-style action scene 


Part 1: Getting organised 


Set up the project correctly to ensure a smooth workflow... 


uo Open the original image (Source.psd). Go to 
Windows>Layers to open the Layers palette. 
To allow easier navigation around a multi-layered 
file, make the layer thumbnails bigger than the 
default setting. Click on the small triangle on the top 
right of the palette and then select Palette Options. 
Choose a bigger thumbnail icon. 
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At the moment, the source image is simply a 

locked background layer. To make it editable, 
double-click on the background layer icon in the 
Layers palette. A New Layer box will appear. Label 
the layer Original Image. 


You're going to do lots of things to this image 
so it's wise to keep an untouched copy of the 
original in case you need to refer to it. In the Layers 
palette drag the Original Image layer onto the 
Create New Layer icon at the bottom. Hide the new 
layer by clicking on the adjacent Eye icon. 


ie 


Part 2: Perfect paths 


Use the Paths tool to create a mask that will hide the image's unwanted elements... 


Curve those paths 


‘The secret to.a happy path life is 
less is more’, Instead of drawing 
lots of path anchor points, keep 
them toa minimum. I you click- 
drag as you lay a point then you 
can create an adjustable curve 
between the new path point and 
the previous one. This is a 
powerful way of selecting 
curved areas with the minimum 
of work. Press Caps Lock to give 
youa crosshair icon. This helps 
you to place your anchor points, 
more accurately. 
With the Original Image layer selected, choose 
the Pen tool <P> from the toolbar. Organise 
your paths as you would do your layers. Next, select 
the Paths tab from the palette. Click on the little 


triangle on the top right and then choose New Path. 
Label it Under Wings Path. 


Fal 'f you make a mistake, undo it (Command+Z). 
To undo earlier anchor points, go to 
Window>History. Now you can see a chronological 
list of all the anchor points you've created. To re- 
trace your steps, drag the last few anchor points in 
the list to the wastebasket icon. 
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Click the Pen tool <P> to place path anchor 

points under the wings. You can create curved 
and straight lines with ease to follow the outline of 
the plane. After creating a curved line between two 
points (see ‘Curve those paths’) add a new anchor 
point directly on top of the last one so that the line 
joining the next anchor point is straight. 


Zoom out to complete the first path. Press <F> 

to hide your desktop icons. Now you can draw 
a few anchor points outside the image to allow the 
last point of the path to join up the very first anchor 
point. The path will then turn into a solid line 
indicating that it's complete. 


Draw the path so that it follows the areas 

below the plane right up to the actor. Make 
sure that you keep the image zoomed in so you can 
select the path accurately. Then, hold down the 
spacebar and click-drag to pan to the next part of 
the image that you want to work on. 


You can fine-tune a path once you've created 

it. Choose the Direct Selection tool <A> from 
the toolbar. Use this tool to re-position existing 
points on the path. You can also use the tool to 
adjust existing curves by dragging on the two 
handles that appear on each side of an anchor point. 


You can adjust the curves on each side of an 

anchor point independently by holding Alt 
and click-dragging on the handle you want to 
adjust. This makes editing curved sections of the 
path as easy as pie. 
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When we created the path we tried to be as 

economical as possible with the anchor points 
to save time and keep the selection smooth and 
flowing. If you need to add extra anchor points to a 
problem area, use the Add Anchor Point Pen tool 


Create a movie-style action scene Tutorial 


gp Once you're happy that the path is selecting 

the desired area, click on the palette’s little 
triangle icon to toggle open the Paths options. Go 
to Paths>Make Selection. Set it to Anti-aliased. 
Make the Feather Radius 0.5 pixels, Set Operation 
to New Selection. Click OK. 
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Part 3: Marvellous masks 


You can convert the path selections into masks, which will hide the bits of the image you don't want 
to see. This is how to create an Alpha Channel style mask for the original image... 


Layer masks 


The advantage of using layer 
masks is that they don't 
permanently erase any of the 
original image, Parts of it are 
merely hidden or'masked’. The 
black section of the mask makes 
the corresponding parts of the 
layer transparent. Any white on 
the layer mask makes the 
corresponding part of the layer 
solid, This is how Alpha Channels 
work. You can restore any of the 
layer's detail by painting white 
onto the relevant areas of the 
layer mask. 


Action stations 


When you're filling each new 
selection of the layer mask with 
black, save time by setting up an 
Action. This means you can fill 
the selection with black with one 
press of a Function key instead of 
using several menu commands. 


cele ces 
GENE 


Once you've chosen Make Selection from the 
Paths palette, click on the Layers palette. You'll 
see the dotted ‘marching ants’ selection that’s been 
created from your path, Go to Select Inverse from 
the top menu. (This bit is important — don't miss out 
inverting the selection.) Now everything outside the 
path is selected. 


Continue adding to your layer mask. In the 

Paths palette click on the Create New Path 
icon. Label it Right Hand Side. Draw a path to select 
the area to the right of the actor just under the 
plane's wing. Make Selection. 


With the ‘marching ants’ still active, click on 

the Layers palette's Add Layer Mask icon. Now 
the area that you created the path for has 
disappeared leaving a checkerboard background. 
The checkerboard indicates that that part of the 
layer is now transparent. We can now insert images 
on layers behind the original image. 


Click on the layer mask thumbnail. From the 

top menu bar choose Edit>Fill>Black. The 
selected area of the layer will now become 
transparent. You've created a mask that hides the 
unwanted parts in the lower section of the image. 
Deselect the ‘marching ants' (Command-D) then 
create another new path. 


Next to the Original Layer thumbnail you can 
see another thumbnail for the layer mask. Alt- 
click (Option-click on a Mac) on this thumbnail to 
see how the black and white mask is shaping up. 
You could use a black airbrush to paint additional 
transparent areas. Transparent areas can be made 
solid again by painting white onto the layer mask 


18 | Slowly but surely create paths for the rest of the 
image's unwanted background elements. Select 
each path and in the layer mask fill the selections with 
black. Eventually you'll have created a layer mask that 
hides all the unwanted elements in the scene. The 
image's Alpha Channel will then be complete. > 
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Tutorial Create a movie-style action scene 


: Fun with filters 


Add a sense of movement and menace as you set the propeller blades whirling... 


Select Filter>Blur>Radial Blur. Set the Blur 
Amount to 10, Set the Blur Method to Spin. Set 
the Quality to Good, Click OK. Duplicate another 


Select the propeller using the Path tool and the 


techniques you learnt in Part 3. Once the Select the Propeller Copy layer. Press propeller layer and Radial Blur it at 16 on Best 
propeller has been selected, go to Edit>Copy from Command+T to activate the Free Transform Quality. Now partially fade the tips of the original 
the top menu bar. Then choose Edit>Paste. The tool. Move the tool's centre pivot point so itrestson —_propeller’s blades by spraying those bits of its layer 
prop will be copied into a new layer of its own. the tip of the nose cone. Click-drag just outside the mask with a soft black brush, Add some Motion Blur 
Label the new layer Propeller Copy. selected area to rotate the copied propeller. to selected parts of the rear plane. 


: Creating background elements 


The background elements were created using Maya. If you fancy a crack at making your own 3D buildings, 
the textures are on the CD. If you want to get on with the project, skip to Part 6... 


Apply the textures to your basic shapes. 

They're going to be seen from a distance so 
don't overdo the modelling. Make some crates from 
a few scaled cubes mapped with a wooden plank 


You can't beat reality. To create a realistic 


wartime factory backdrop for the scene, use A al ll led el ll ol a ao ol ILI 


source images of real buildings. These shots were Knock up some very basic 3D shapes. The texture (plank.tif on the CD). These crates will help 
taken at a now demolished bus depot. Great textures and lighting will make the final break up the sharp horizontal lines where the 
textures are on your doorstep rendering believable. buildings join the ground plane 


Once you're happy with the virtual camera 


Use the plane and actor stand-in shapes to position, hide the mock-up actor and planes. 
Import the original image as a guide. Create position your virtual camera so that it’s in a Create a directional light and place it to match the 
crude stand-ins for the actor and the aircraft so similar position to the camera that took the original __position of the sun in the original photograph. Hide 
you can roughly work out how far away to place the photo. This will then help the 3D and 2D elements _ the background photograph as you no longer need 
virtual camera from the buildings. to link up in Photoshop. it for reference. Render the image. 
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: Sky and clouds 


Add more elements to create a new environment for your action scene... 


Layer sets 


Alarge project like this can 
leave you with dozens of 

layers, which means lots of 
scrolling around the palette. 
Group the related layers of the 
projectin folders. Create a 
folder by clicking on the 
triangle on the top right of the 
palette and choosing New 
Layer Set. A folder icon 
appears. Put all related 
elements - clouds, for example 
~ into a set of their own. 


Import the background image (Buildings.psd) 

and place it on a layer underneath the others. 
The digitally rendered edges of the buildings are a 
little too crisp compared to the softer edges in the 
foreground photograph. Select the Buildings layer's 
mask and apply a gentle Gaussian Blur to it. This will 
soften the edges of the buildings. 


On the Clouds layer, click the Add Layer Mask 

icon, Click on the mask and apply another 
cloud filter to it. The darker areas on the layer mask 
will poke holes through the clouds on the main 
layer. Adjust the Auto Levels of the clouds on the 
mask like you did in the previous step. 


Create a new layer for the sky. Click in the Set 

Foreground and Background Colour icons in 
the toolbar to choose a dark foreground blue and a 
lighter background blue. Select the Gradient tool 
<G>. Click-drag from the top of the image to the 
bottom to draw a linear gradient. 


The flat sheet of clouds needs a sense of 
perspective. Press <F> to hide the rest of the 


desktop. Zoom out of the view a little. Go to the top 


menu bar and choose Edit>Transform>Perspective. 
Drag the top handles of the view outwards to 
stretch the top section of the Clouds layer. When 
that’s done, go to Layer>Remove Layer 
Mask>Apply. 
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Create a new layer and label it Clouds. Press 

<D> to return the Foreground and Background 
colours on the toolbar to the default black and 
white, Choose Filter>Render>Clouds. Select 
Image>Adjustments>Auto Levels to emphasise the 
contrast between the black and white clouds. 


Give the Cloud layer a new layer mask. Draw a 

black and white gradient onto the mask to 
make the clouds recede, Make the layer opacity 40 
per cent. Now drag the Cloud layer onto the Create 
a New Layer icon to duplicate it. Set the blending 
mode for the layer to Hard Light. Go to Image> 
Hue/Saturation>Colourise and experiment with the 
sliders to get more dramatically coloured clouds 


: Obligatory explosions 
As the Spitfires attack, their strafing bullets cause barrels of fuel to explode. Turn up the heat on our 
action hero with some in-house Photoshop fireballs... 


Create a new layer and then label it Explosion. 

Place it behind the original Spitfire layer. Select 
the Lasso tool <L> from the toolbar. Set the Feather 
to 17 to give the selection a softer edge. Draw an 
area representing an explosion. Choose 
Filter>Render>Clouds, Press Command+D to 
deselect the area 


Go to Image>Adjustments>Auto Levels to 

increase the contrast between black and white. 
Copy the explosion onto a new layer and place it 
above the original Explosion layer. Choose 
Image>Adjustments>Hue/Saturation>Colourise 
Make the colour of the new layer red. 


In the Layers palette set the blending mode of 

the copied Explosion layer to Colour Dodge. 
Reduce the layer’s opacity to around 61 per cent. 
Notice how some of the explosion's detail burns out 
in an effectively dramatic way. 
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Obligatory explosions continued. 


Zooming in and out 


Ona project like this you need to 
zoom in and out of various 
details. The Navigator is a handy 
Way to get to specific areas of 
the image quickly. Alternatively, 
use the Command + or - icons to 
zoom in and out. Or use 
keyboard commands like 
Command+0 to fit the entire 


en 
ia) 


image onto the screen, 
CA me 


Now copy the Explosion Copy and place that 

above the two other Explosion layers. Keep 
the layer blending mode on Colour Dodge. 
Colourise the layer again using the settings in the 
above image. Whacking the Saturation levels right 
up to the max helps emphasise that fiery look, 


The flying fuel drums were 3D models created 

using Maya. A dynamic field was applied to 
the 3D barrels to blast them into the air. This saved 
manual positioning of each barrel. A red point light 
in the 3D scene simulated the interactive lighting of 
the Photoshop explosion. 3D modelling packages 
are excellent tools to create components for 
Photoshop illustrations. 


Maya also calculated a realistic looking motion 

blur for each barrel so there was no need to 
blur every barrel individually in Photoshop. Add the 
rendered 3D barrels (BarrelBoom.psd from your 
cover CD) to the image. Copy and cut some of the 
barrels from the layer and paste them in front and 
behind the explosion to create a sense of depth 


: Finishing touches 


Give the action the look and feel of Band Of Brothers! 


Give the barrels some shadows to anchor 

them in the image. Ctrl-click on the Barrels 
layer in the Layers palette. Select Layer Transparency. 
Create a new layer and fill the selected shapes with 
black (Edit>Fill). Use the Transform tools 
(Edit>Transform>Skew, etc.) to squash and distort 
the shadow shapes. Apply a Gaussian Blur to them 
and reduce the layer's opacity. 


To link all the elements of the image together, 

the explosion needs to light the ground around 
it. Use the Elliptical Marquee tool <M> from the 
toolbar to select an area of ground from the 
Buildings layer. Next, give the selection a soft edge 
by setting feather to 16. Copy and paste the 
selection onto a new layer and then set the layer 
blend mode to Colour Dodge 
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Create a burst of machine-gun fire for the 
attacking Spitfire. Firstly, choose the Freehand 
Lasso tool. Set its Feather to 10 to give it a soft edge 


and then select an area to represent the machine- 
gun blast. Apply the Cloud Filter. Experiment with 
the same technique you used to create the 
explosion to get a dynamic-looking burst of fire. (At 
this stage, | just couldn't resist doing a few machine 
gun impressions like a school kid!) 


The source image was shot on 35mm film so 

has noticeable film grain. The digitally created 
3D background elements are grain free. You need to 
add grain to the digital elements to make them 
match the film grain. Go to Filter>Noise>Add Noise. 
A value of 2 per cent should do - don't go over the 
top. Apply the noise filter to the barrels, explosions, 
shadow, cloud and blur layers. 


The cockpit of the main plane is too washed 

out. You need to make it stand out against the 
glare of the explosion. Select the Burn tool <O> 
from the toolbar. Choose a brush size of 133 and 
burn in some detail on the canopy area. 


The 2D and 3D components have different 

colour levels, De-saturate some of the layers to 
give the image that historical Band Of Brothers 
washed-out look. Go to the main source image layer. 
It's a bit too vivid in colour. Go to Image> 
Adjustments>Hue/ Saturation and reduce the Master 
saturation. Do the same for the 3D barrels. Now all 
the elements look like they belong together. 
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Don't lose any sleep over it 


A behind-the-scenes look at the techniques and thought processes involved in bringing to life 
this commissioned illustration about insomnia 


successful illustration isn't just visually 
appealing; it makes a strong visual 
statement which clearly expresses the 
artist's intentions. Aside from colour and 
composition — two fundamental properties of the 
visual arts — the individual style of the artist is also 
extremely important. But when you are working 
commercially, an additional requirement comes to the 
fore: content. When an art director hires an illustrator, 
they choose him or her as much for their ability to 
convey a message as for their individual style. 


Firstly, consider what the illustration needs to say. 
Will the viewer be able to pick up on the concept ata 
glance? Are there any secondary elements that will 
support the primary visual elements and help 
communicate the concept more clearly? Keep all of 
this in mind when presenting your idea to a potential 
client. And don't forget about those fundamental rules 
of colour and composition... 

This tutorial focuses on an illustration by Derek 
Lea, originally commissioned by a pharmaceutical 
publication to illustrate a feature on insomnia. 


| 


The feature detailed the adverse effects of the illness 
on sufferers who felt trapped by their condition. 

The primary visual element — the tired face in 
the window — conveys this idea at a glance. The clocks, 
pills, books and other objects support the primary 
visual element by adding more literal elements to the 
mix. If you want to know more about how we created 
this image using Photoshop, then turn the page, open 
the files on your cover disc and we'll show you exactly 
how, step by step. We will also shed some light on the 
thinking behind each stage. 
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: The background 


Firstly, we'll use colour and texture to define the melancholy mood of the piece, 
while incorporating some subtle meaning into the image 


Open the files Canvas.psd and Paint.psd on 

the cover CD, Drag the image from the 
Paint.psd file into the Canvas.psd file as a new layer 
using the Move tool. Name the layer ‘paint’. Resize 
the layer using Free Transform (Command+T) to fit 
within the canvas area, Command-click Path 1 from 
the Paths palette to generate a selection from it. 


Resize/reposition the bricks using Free 

Transform to cover the lower three-quarters of 
the image. Choose Layer>Add Layer Mask>Reveal 
All from the menu to add a mask. Command-click 
the new channel icon to generate a selection. Select 
the Gradient tool, set to Radial, foreground to 
Transparent, with a foreground colour of black. 


In the Paths palette, use the Path Selection 

tool to select the closed path vertically 
situated just under the top of the hill photo. Click 
on the Load Path as a Selection button in the Paths 
palette to create a selection from this closed path. 
Now select Layer>Add Layer Mask>Reveal 
Selection from the menu to add a layer mask to 
your new layer set. 


Insight : Channel options 


We use the Absolute method in Selective Colour because it creates a more dramatic effect. Note that you can only affect specular white 
using Absolute, because it has no initial colour value. The Relative method is relative to the content of existing colour within a pixel. If 
you had 10 per cent cyan and then increased the cyan by 10 per cent more, for example, the result would be 11 per cent. But if you used 


Absolute, it adjusts the colour using an absolute value, resulting in 20 per cent cyan. 
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Invert the selection (Command+Shift+!), and 

create a new layer. Name it ‘white’. Fill the 
selection with white to create an irregular shaped 
edge. From now on, all of the layers you create will 
be underneath this one, maintaining the edge 
shape. On the paint layer, select all (Command+A) 
and copy (Command+C). 


Within the active selection, on the new layer 

mask, use the Gradient tool several times 
with its current settings to mask out some areas of 
the brick layer. You may find that you have to go 
over certain areas a few times, because the channel 
we used to create the selection has areas that 
aren't pure white or black. 


Now use exactly the same method to create 

a selection from the closed smaller path to 
the lower right. Firstly, you need to fill the 
selection on the layer set mask, with a foreground 
colour (Option-Delete) of black. Deselect and 
drag in the image layer from the file Sky.psd. 
Then resize and reposition the layer to stretch 
across the top of the image. 


Command-click the Layer icon to generate a 

selection from it. Create a new channel in 
the Channels palette and paste (Command+P). 
With this selection active, your image is pasted 
into an identical position. Deselect. Open the file 
bricks.psd. Drag the bricks in as a new layer on 
top of the paint layer. 


Deselect and drag in the image layer from 

Hill. psd. Resize using Free Transform, 
Change the layer blending mode to Hard Light 
and reduce the opacity to 63 per cent. Next, copy 
the layer and change the mode to Linear Burn. 
Create a new layer set and add these two layers to 
it in their current order. 


Reduce the opacity to 21 per cent, duplicate 

the layer, change the duplicate’s mode to 
Multiply, and the opacity to 100 per cent. Make a 
selection from your paint channel again and invert 
it. Create a new layer with a blending mode of 
Multiply. Use the Radial Gradient tool inside the 
selection, same colour and options as previously, to 
blend in some black on the top-right of this layer. 
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Insight : Keep it real 


Because insomnia is a very human issue, it was important to retain a photographic and tactile feel to the image; Derek Lea deliberately 
steered towards aged or antique elements, to avoid the technological feel you can get with normal Photoshop collages. Using warm 
colours, real-world textures (the torn watercolour painting in the background) and ‘imperfect’ elements (such as the window frame and 


the ragged book edges) also helped. 


Reduce the layer's opacity to 65 per cent to 

create the illustration background, As well as 
texture, colour and composition it has meaning, and 
that meaning is communicated on several levels. 
With this background alone, we're saying a lot 
about insomnia. The wall represents the 


Create a new layer set and add these three 

layers to it. Now, in the Paths palette, use the 
Path Selection tool to select the closed path that 
defines the top edge of the Hill set. Click on the 
Load Path as a Selection Button to make a selection 
from it. Now choose Layer>Add Layer Mask>Hide 
Selection from the menu 


Open the file Drawing.psd, select all and copy. 

Create a new channel in your working file and 
paste into the channel. Generate a selection from 
the channel. Create a new layer and fill the 
selection with white. Use Free Transform to 
resize/reposition the contents of the layer in the 
upper-left. Add a mask and use the Radial Gradient 
tool to soften the right edge. 


psychological barrier that prevents sleep. The hill 
represents an obstacle to overcome. The dark sky 
represents night and a sense of foreboding. The 
ancient drawing lends a human dimension to this 
digital collage, as well as bringing in nocturnal 
elements such as stars, The colour palette is dark 
and serious. These elements help to convey the 
insomniac's sense of isolation, fatigue and worry. 


: Literal imagery 
Now it's time to convey the meaning of the illustration at a more literal level, 
with the help of some less suggestive images 


Open the file Window.psd. This is a blend of 

three images: an outer window frame, some 
inner glass frames and a face shot. We've already 
aged the face in Photoshop to depict the stress and 
anxiety which accompanies insomnia. (For an in- 
depth tutorial on ageing, see page 27.) Link the 
three existing layers in the Layers palette. 


Click anywhere on the image using the Move 

tool, then drag it into your working file. Now 
position the linked layers using the Move tool. By 
dragging from the image area, you bring into your 
file the active layer and the layers linked to it. If you 
drag the layer icon from the Layers palette, only the 
active layer (not the linked layers) is transferred 


Open the file Clocks.psd. This contains three 

different clock faces, already cropped on three 
layers, Drag the layer ‘Clock 1" into your working 
file, position it using the Move tool, then reduce the 
layer’s opacity to 68 per cent. Now add a layer mask 
and use the Gradient tool, as you did previously, to 
blend out the left area of the clock face. 


Duplicate the layer and change the mode to 

Colour, Duplicate it again, change the mode to 
Overlay, then reduce the opacity to 41 per cent. 
You can achieve some unique results by stacking 
duplicate layers in this manner. On your current 
layer, select all and copy. Command-click your layer 
to make a selection from the clock face shape 


Create a new channel, and paste. Your copied 

image falls nicely into the active selection. Use 
levels to adjust the greyscale image until it’s almost 
completely black and white. Invert the selection 
(Command-+Shift+!) and fill the inverted selection 
with white. Command+-click the channel icon and 
then invert the resulting selection. 


Create a new layer and use the Radial Gradient 

tool, with a yellow foreground colour sampled 
from the image, to blend some colour into the left of 
the selection. Create another new layer and fill the 
active selection with the same foreground colour. 
Deselect. Change the blending mode to Overlay, 
and the opacity to 65 per cent. 
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Use Free Transform to increase the size and 

reposition it to the right. Create a new layer set 
and all of the clock layers to it - that way you can 
easily move them as a group if you like without 
linking them. Use similar techniques to have some 
fun with the other clock faces supplied, and scatter 
them throughout the image. 


Open the files pills.psd, capsules.psd and 
lamp.psd. Drag each image in as a separate 
layer and position them throughout the image. 

Go ahead and use Free Transform to resize any 
elements you like — feel free to get creative with 
blending modes, like changing the pills' layer mode 
to Luminosity. You could also add some gentle layer 
masks using the Gradient tool. 


: Adding the final touches 


How to apply the 


final few details 


Open the file brushy 2.psd, then copy and 
paste the image into a new channel in your 
working file, Use Free Transform to resize and 
reposition the brush stroke within the channel to the 
lower-left area of the image. Generate a selection 
from this new channel and select the white border 
layer at the very top of the Layers palette. 


Choose Layer>Add Layer Mask>Hide Selection 

to mask out this area on the white border layer, 
creating the effect of a brushy edge to the lower left. 
Now open the file brushy 1.psd and copy and paste 
this brush stroke into a new channel in your working 
file, Use Free Transform to resize and position the 
brushstroke within the channel. 


We've now added the illustration’s primary 
visual elements: the stuff that conveys its 
‘meaning at a glance’. The tired, trapped face, the 
clocks, books and sleeping pills. These things are 
obvious and stand out more than the elements 
introduced in part one. They reach out and grab the 
viewer and communicate the central idea. Now, you 
can have a little more fun with the subtle details. 


When you have the brushstroke positioned 

just over top of the hill image, make a 
selection from your channel by Command-clicking 
on the Channel icon in the Channel palette. To aid 
you in positioning, switch on the visibility of the 
CMYK channels in the Channel palette. 


Insight : Get outside 


Going out on unplanned photoshoots can reap huge benefits. And it isn’t always 
the content of the photo that's important, either. For instance, photographing a 


brick wall may seem rather poin' 


itless, but you can use that image as a source for 


rough textures, unusual colour gradations... Think imaginatively and any object 
can offer up a host of graphical possibilities. 
You don't have to keep your camera on you at all times — just make sure you 


pop out now and again with no 
taking interesting photos you'd 
library of such images and your 


Final step 


other purpose in mind than to surprise yourself, 
never have snapped otherwise. Build a personal 
work will benefit enormously. 


Create a new layer and fill the active selection with white, then deselect. Now make 
some duplicates of this layer and move them around the image, using Free- 
Transform to vary their sizes and orientations. Try some different blending modes 
and opacities. Feel free to embellish the image as you see fit, experimenting with 
all the techniques we've outlined so far. Have fun! 
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Ageing in Photoshop 


Nobody wants to grow old any quicker than is natural. But with good photos and imaging 
techniques, no-one is safe in Photoshop... 


ften photographers and digital artists are So it was a bit of a surprise for one of our leading we are sharing the secrets of exactly how these 

asked to improve upon the people they use illustrators, Derek Lea, when three separate particular briefs were met. 

in their images. Cloning out wrinkles, commissions from three different clients asked for After the first image was completed, a strategy 

smoothing porous skin and re-colouring something similar: ageing. The first art director asked was developed in Photoshop. Using carefully planned 
grey hair is generally par for the course. More often if it was possible to photograph a woman, and then age photography, layers, masks, channels and a handful of 
than not, younger is better. After all, magazines and her 30 years or so. Of course the answer was “yes”. other Photoshop features, the ageing process was 
advertisements sell youth as beauty. In fact, our entire Anything is possible if you have the initiative and a greatly accelerated. A highly-believable result can be 
culture is obsessed with looking younger than we are. working knowledge of Photoshop, and in this tutorial achieved by following this methodical process. 
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: Preparing the first two images 
It's important to shoot the two subjects using similar lighting. You'll always have to 
tweak the scans to match up colour and accentuate the signs of age... 


Preserve the 
structure 


When working on ageing a face, 
it's important that it still looks 
like the same person when 
you've finished. A good rule of 
thumb is that soft areas of skin 
will sag with the effects of 
gravity. These are the areas 
where you should apply your 
ageing techniques; places such 
as bags under the eyes and jowls. 
Leave basic bone structure alone 
as wellas the shape of the nose 
and the position of the eyes. To 
age areas that will not sag, such 
as the forehead and the bridge of 
the nose, add pores and subtle 
wrinkles to the skin but leave the 
basic shape of these areas 
untouched so that the persoris 
facial structure is still evident 


Open the file called woman.psd on your cover 

CD. This is the base photo for the face, so we'll 
need to do some basic colour corrections to get it 
looking good. First, make a new Levels adjustment 
layer and increase the contrast by darkening the 
darks and brightening the lights. 


Aside effect of using the Soft Light layer is 

that the saturation of colour increases greatly. 
Create a Hue/Saturation adjustment layer and then 
decrease the saturation by about 25 or so, This 
preserves the contrast created and removes the 
excess saturation from the image. Create a new 
layer with a Colour Blending mode. 


Create a Selective Colour adjustment layer, 

and add in some more black and cyan to the 
blacks to make them stronger in the image. Since 
her skin is looking a little saturated and red, create 
a Hue/Saturation adjustment layer and then 
decrease the saturation by about 10. 


Reduce the opacity of the layer to around 60, 

With your windows arranged so that you can 
see the woman image, use the Eyedropper tool to 
sample colour from some of the areas of the 
woman's face. Use a large soft brush to paint with 
this colour on your new colour layer. This will help 
match the images and even-out the man's skintones. 


Open the file named man.psd. What we want 

to do here is to accentuate the wrinkles. To 
boost the contrast, make a duplicate of the 
background layer and then change the Blending 
mode to Soft Light. Decrease the opacity of the 
layer slightly to lessen the effect. 


Flatten the man image if you are happy with 
it. Select Filter>Sharpen>Unsharp Mask. Set 
the amount to 130, the radius to 1 pixel and the 
threshold to 0 levels. This will add sharpness 
and definition to wrinkles and pores. Now use 
Image>Adjust>Selective Colour to remove some 
cyan and black from the neutrals. 


: The mouth, neck and cheeks 


Here we start to add in the first signs of age around the lower section of the head. 
Remember, we are only doing half the face here, so you can see before and after... 


Use the Pen tool to draw a path around the 

right half of the man's lower face and neck, but 
leave the nose out for now. Generate a selection 
from the path and copy (Command/Ctrl+C) the 
contents of the selection into the clipboard. Now, in 
woman.psd select the top-most layer and paste 
(Command/Ctrl+P). 
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Reduce the opacity of your new layer so that 

you can see through it. You will need to 
position the section of old face in the appropriate 
area. It's a little small, so use Free Transform 
(Command/Ctrl+T) to enlarge and reshape the 
section. You'll need to enlarge it a little more 
horizontally than vertically, and rotate ita little. 


Returning the layer opacity to 100 per cent 

shows how much difference remains between 
the two different skin colours. Use Image>Adjust> 
Selective Colour to make the old skin match the 
new. Concentrate on the neutrals; you'll need to 
pull a little colour out of each channel but keep an 
eye on the changes. Add a little more black and 
magenta to the blacks here, too. 


Photographing 
the faces 


‘When shooting two or more 
people to use ina single image, 
use identical lighting situations 
and camera positioning. Leave 
the lights and camera set up if 
you can, because sometimes you 
wor't be able to shoot all of the 
people at the same time. If you 
‘must move the camera and lights 
between shoots, measure 
distances and draw a diagram of 
the positions of your equipment. 
This can save a lot of time in 
Photoshop later, trying to match 
up two images with varying 
lighting situations, Also, using a 
grey background when shooting 
ishetpful lateron. After your 
images are scanned and you 
want to colour match them, look 
at the grey backgrounds and 
you'll see which way the hues 
are shifting from image to image. 


Lighting techniques 


Ideally, when shooting the faces, 
you'll have a light on either side 
aimed at the subject on a 45 
degree angle foran even light. 
‘Shoot the young person like this. 
When it’s time to shoot the older 
person, leave the light position 
and distance the same, but raise 
the light sources up higher and 
aim then downward so that the 
lights are shining down on the 
face from above. This will help to 
increase the shadows that are 
created by wrinkles and bags 
under the eyes, defining these 
areas a litle better 


Save your selective colour settings, that way 
you can reload them when you bring in other 
sections of the face and use these settings as a 
starting point. Reduce the layer opacity again so you 
can see the underlying image and draw a path that 
follows along the old man's jaw line and surrounds 
the area to the right of the woman's face and neck. 


In order for this image to look realistic, things 

must match up perfectly. Choose view> 
Show>Grid to see how things line up. Notice how 
the right side of the jaw is sitting up a little higher 
than the left. The rest of the features match up well, 
so we aren't going to mess with this layer. 


Change the blending mode of the layer to 

darken and reduce the opacity of the layer. 
Use Image>Adjust>Hue Saturation to decrease the 
saturation and remove some of the red. Use the 
cloning tool with Use All Layers deselected to pick 
up sections of the darker wrinkles and add them to 
the lacking areas of the neck. 


Generate a selection from the path and return 
the layer opacity to 100 per cent. Choose 
Layer>Add Layer Mask>Reveal All and select the 
Paintbrush tool. Use a large soft brush with a low 
opacity setting and a fill of black to paint out hard- 
edged sections of the neck on the layer mask. Paint 
over the area to the right of the face in the selection. 


Duplicate the layer and disable the layer mask 

by Shift-clicking on it. Use Free Transform to 
move the layer down, rotate it about 7 degrees and 
shear it vertically about 3 degrees. When you have 
finished, click on the layer mask icon to enable it. 
Now paint with white on the lower right area only, 
to reveal it, and then paint with black on all of the 
other areas, to hide them. 


Add a layer mask and paint with black, using a 

large soft brush on the layer, to soften the 
edges along the left and the bottom. Use a hard 
edged brush to paint out the areas which creep up 
above the lower jaw line and obscure the face. 
Duplicate this layer and then drag the duplicate 
lower down the neck. 
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Invert the selection (Command/Shift+!), and 

use the paintbrush on the layer mask to fade 
out the hard edges on the face. You will need to use 
smaller soft brushes in areas like the lips and around 
the nose. Be sure to soften the area which defines 
the right side of her jaw. Deselect (Command+D). 


Hide the grid and open the fi 


a rough selection around the neck area in the 
image using the Lasso tool. Hold down the command 
key, and drag and drop the contents of the selection 
into your working file as a new layer. Use free- 
transform to rotate, scale and position the section. 


Use free-transform to rotate and increase the 
size of the layer. Since the layer already has a 
mask, use a brush with a white fill on the mask, to 
remove areas that are masked out that you want to 
expose. Again, use a brush with a fill of black to hide 
unwanted areas. And remember, the lower the 
opacity, the softer the effect. 
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Tutorial Ageing in Photoshop 


: Eyes, nose and forehead 


Now let's concentrate on forehead wrinkles and pores, grey hair in the eyebrow and 
sagging skin around the eye; topping it off with pores on the surface of the nose... 


Finding a model 


You will have no problem finding, 
person to be your youthful 
model — everyone would like to 
think of themselves as.a true 
representation of youth and 
beauty. Finding someone who is 
willing to model forthe aged 
portion is the tricky part. First 
thing: wherever possible, use a 
man. The truth of the matters 
that women are much more 
sensitive than men about looking, 
old: it's hardly surprising. How 
‘many magazines are out there 
‘geared to women that are all 
about looks, exercise, fitness, 
fashion and make-up? Our 
culture preaches to women about 
the value of their looks, 
impressing on them that youth is 
beautiful and age something to 
hide. Toll your model that you 
intend to lighten them in the least 
flattering way and that you are 
going to create stronger wrinkles 
with lights and digital techniques 
tomake them look much older 
and weathered. That way, when 
they see the exaggerated results, 
they wor'tfeel so bad. Be 
undorstanding and polite — ago 
is sensitive territory, 


In the file: man.psd, use the Pen tool to draw a 

path around the area underneath the man’s 
eye. Generate a selection from the path, and either 
drag and drop or copy and paste the contents of the 
selection into your working file as a new layer. 
Position the section under the eye and use Free 
Transform to adjust the size. 


Now, for forehead wrinkles, select a piece of 

the old man’s forehead and bring it into your 
file as a new layer. Resize it, reposition it, and mask 
out the hard edges. Adjust the colour and reduce 
the opacity of the layer to 50 per cent. Next, 
duplicate this layer, increase the opacity to 100 per 
cent and change the Blending mode to Darken, 


Use Selective Colour and load the settings that 

you saved previously to adjust the colour to 
match, tweaking it further if necessary. Add a layer 
mask and use a large soft brush on the mask with a 
Fill of black to mask out the areas on the left, right 
and bottom. Use a much smaller brush to carefully 
soften the area where the eyelid meets the eye. 


Repeat this process, but this time use a section 

of the old man’s nose. We want to introduce 
some deep pores to age the nose. This method of 
stacking two of the same layers with different 
blending modes can effectively exaggerate cracks, 
wrinkles and pores in any area of the face, to 
increase the aged look. 


Again in the file man.psd, draw a path around 

the area above the eye, including the eyebrow 
and a little of the area above it. Bring that part into 
the working file as a new layer and apply the same 
techniques: Selective Colour, Free Transform, and 
masking out hard edges. 


There will still be a few smooth areas here and 

there. Create a new layer on top of the others 
and choose the Rubber Stamp tool, making sure 
that Use All Layers is enabled. Select porous areas in 
the image as origin points, then clone these areas 
into the smooth parts of the face using varying 
brush sizes and opacity. 


: Grey hair 
Premature grey has been taken to the extreme in the following steps. Pray that this 
doesn't happen to you... 


With the base layer active, Select All 

(Command/Ctri+A) and Copy. Create a new 
channel in the Channels palette and paste the image 
into it. Use levels to increase the contrast of the 
channel. Now, using a number of different brushes 
with black fills, paint out all of the image except for 
the hair highlights. 
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When finished, Command/Ctrl-click the 

Channel icon to generate a selection from it. 
With this selection active, create a new Levels 
adjustment layer. Brighten the midtones and 
highlights considerably, and don't worry too much 
about the hue on this layer. Now load the selection 
from the channel again and this time create a 
Selective Colour layer. 


Strip away yellow and magenta from almost 

every section except the blacks. Keep going 
until you think the hair looks light enough. There 
you have it: the art of premature ageing is at your 
disposal. At this point, feel free to dress up the other 
parts of the image with surface textures and 
different backgrounds as we have done in the 
opening illustration. Alternatively, you could have 
some fun with the other side of her face. 


Causing choas in London Tutorial 


On the CD 
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Part 1: Make a layer mask 


The Path Selection tool allows you to select the areas of an image you want to keep. 
We can then make a mask to make bits of buildings disappear. 


Open the dome.psd image. At the moment 


PEE The image is a little underexposed and 
the image is a locked Photoshop file (see the 


Select the Magic Wand tool. Set the Wand's 
ml washed out. Go to the top menu bar and 


tolerance to 33. Click in the sky area. The 


little padlock icon in the Layers palette). To turn the 
locked and flattened file into an editable Layer, 
double-click on the Layer thumbnail in the Layers 
palette, name it ‘dome’ and click OK. 


choose Image>Adjust>Auto Levels. This corrects 
the tonal range and colour balance of the image 
by adjusting the intensity levels of its shadows, 
midtones and highlights. 


Insight : Using layer masks to hide elements 


Flatten 


Photoshop documents (.psd files) 
can be made up of a huge number of 
editable layers. To save disk space 
when storing or mailing the finished 
image you can flatten these layers 
down toa single layer when you save 
the document. 


Faster path selection 


When selecting the spire at the top of 
the dome using the Path Selection 
tool, you need to accurately select 
the base of the spire where it joins 
the dome. Quickly and roughly select 
the top part of the structure using the 
minimum amount of anchor points, as 
we're going to delete the whole spire. 


Wand won't select all the sky at once. Hold down 
Control key and click to open the pop-up menu. 
Select Add to Selection. Repeat this process until 
all the sky is selected 


Select the Pen tool from the Toolbar. On the 
Paths palette, click the Create New Path 
icon. Draw a path to select the top of the dome by 
placing anchor points around it. From the Palette's 
pop-up menu choose Make Selection 


Use the Layer mask 

to hide the sky then 
poke holes in the dome. 
Everything we hide is 
retrievable as it is only 
masked, not erased. 


With the sky selected, go to the 
top menu and choose Select> 
Inverse. Click on the Add a 
Layer Mask icon in the Layers 
palette. The mask fills 

the sky section with black, 
making that part of the 
adjacent Layer transparent. 


Spray a black airbrush on the 
Layer mask to hide any 
clouds you may have missed. 


Click on the dome's Layer mask in the Layers 

palette. From the top menu bar, choose 
Edit>Fill>Black. The selected spire disappears. 
Create new paths to select areas of the roof, like 
the tiles. Select the paths then fill the Layer mask 
with black. 
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: Demolition time 


Time to distort existing elements in the image to create that derelict look. 


Free Transform 


Instead of having to go to the top 
menu and choose the Transform 
‘commands one by one, press 
Command-T instead. This invokes 
the Free Transform tool. Now you 
‘can scale and rotate the contents of 
the Layer, depending on whether 
you click on the tool's selection 
handles (for scale) or just outside 
them (for rotate) 


Levels 


Sometimes elements added to an 
image stick out, as their black level is 
too strong, Manually define the 
strength of a Layer’s black levels by 
going to Image>Adjustments>Levels. 
Change the first value in the Output 
Levels section of the window to 
reduce the strength of the black 


sections of the Layer. 


Open Towers.psd. Copy and paste the top of 

the tower into a new Layer, Use the techniques 
from Stage 1 to remove that section. On the copied 
Layer, go to Edit>Transform and use the Distort and 
Rotate tools to make it appear collapsed. 


Place a new Layer behind the dome but above 

the tower Layer. Fill it with the bright orange. 
(Edit>Fill>Foreground Colour). Set the orange 
Blending mode to Hard Light and 46 per cent 
opacity. Apply a gradient fill to the Layer's mask to 
fade the bottom of the towers. 


Apply a cloud Filter (Filter>Render>Clouds) 

Use the Perspective Transform tool (Edit> 
Transform>Perspective) to give the clouds some 
depth. Copy the cloud Layer. Click and press the 
Option key (or Alt) on its Layer mask to select it 


Select a chunk of debris and copy it. Paste it 

into a Layer behind the tower so that it shows 
through the holes in the building. Use the Transform 
tools to adjust the wreckage so that it looks like 
we're viewing the wreckage from a low angle. 


Causing choas in London Tutorial 


Click in the Toolbar's foreground colour icon 

and choose a light orange colour. Make the 
background colour a darker orange. Use the 
Gradient tool to create an ominous background sky 
that blends between the two colours. 


Insight : Finishing touches 


Ye | 


Gelerece 
Eze) 


Lal 


Darken the foreground 

dome to make it stand 
out by playing with the 
Layer's levels (Image> 
Adjustment>Levels). Add 
another orange Layer on top 
of the dome. Make it only 
affect the dome by pasting 
the dome's Layer mask into 
the new orange Layer. 


Give the image some depth by 
bringing in the underground 
sign from Sign.psd. Use the 
Path Selection tool and a Layer 
mask to isolate the sign. Use 
the Transform>Rotate tool to 
make it lean. 
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To see a hint of the interior 
of the dome and to make 
it seem less flat, place 

a 3D patch behind the 
dome Layer. 


Create a surreal portrait Tutorial 


Create a surreal portrait 
from only two images 


Digital photo artist Barry Jackson guides you through the surprisingly easy creation 
of one of his weird and wacky portraits 


nrecent years, | have 
experimented with a number of 
surreal portraits such as ‘The Egg 
Man’, an image that | created by 
combining three separate images, including 
the head of my willing friend, Andy, and a 
humble egg. Somewhat disturbingly, Andy's 
head ended up being filled with yoke and 
having a spoon dipped in it!. 

For this reasonably short tutorial, | would 
like to go one step further and guide you 
through the creation of an equally weird but 
surprisingly simple image. In this case, the 
image contains only two elements. 


The inspiration for the image came from those 
wooden Russian dolls, which consist of 
numerous versions of the same doll in varying 
sizes, all of which are stacked inside each 
other. Originally | wanted to use a full body 
image for this idea but as my friend Andy had 
proved such a good subject (not to mention 
good sport) for the Egg Man image, | thought it 
would be interesting to try it with a shot | 
already had of his head. 

Both of the shots for this image were 
taken with a Fujifilm 6900z digital camera 
under natural lighting conditions. The pictures 
were then combined using Photoshop 7 


Although Photoshop is my preferred image 
editor, the extremely simple nature of this 
image means that it can be easily re-created 
with just about any available image editor. 

There are no layer masks or blend modes 
involved in this image whatsoever, just basic 
tools and easy-to-follow techniques. So if you 
have always had a desire to try your hand at 
manipulation but have been deterred by 
immensely long and complicated-looking 
tutorials, then this might just be the one for 
you. All of the files you will need to re-create 
this image are included on your cover CD, so 
why not go ahead and give ita try! 


Build a picture 


By merging duplicate layers and using some clever shadowing, you can create 
the stunning image opposite from just two digital photos 


Open the man.jpg image from your cover CD, 
make a duplicate layer and then use the 
rectangular marquee tool <M> to select the left side 

of the face as in the diagram. Right-click on the 
selection and choose Layer via copy from the drop- 
down menu. This will place a copy of the selection 
on anew layer, Go to the Edit menu and choose 
Transform>Flip Horizontal. 


Use the Move tool <V> to drag the layer 

over to the right of the picture and line up 
with the face to create a perfect mirror image. 
Merge with the background copy layer 
(Layer>Merge Down) and name it Head 1. Use 
the Clone tool <S> to select areas of the face close 
to the join and clone over any obvious join line 
between the two sides of the face. 


Open pillbox.jpg and use the elliptical 

marquee tool <M> to select the open top 
of the pill box, as in the diagram. To create the 
selection from the centre, hold down the Alt key 
as you drag the tool across the pill box. Select the 
move tool <V> and drag the selection from the 
pill box window and onto the head window, then 
position the selection over the head > 


Jargon : Free transform 


This is essentially the function you use to scale and rotate images into place 


Jargon : Marquees 


These are the dotted lines which appear around an image or shape when 
you select it. Sometimes known as ‘marching ants’, for obvious reasons 


Jargon : Defringe 


This command removes white fringing around a cut-out by sampling pixels just 
inside the radius and pushing them outwards to replace the existing pixels 


Jargon : Clone tool 


This tool enables you to sample part of an image and duplicate it elsewhere 


within the image 
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Tutorial Create a surreal portrait 


From the Edit menu select Free Transform and 

squeeze the selection to fit the man’s head. 
Double click Free Transform and select Layer> 
Matting>Defringe and then set the dialogue box to 
1 pixel to soften. 


Use the Magnetic Lasso tool (L) to select the 
area between the nose and the top of the 


head. Right click and choose Layer via copy from Sy With the Head 1 layer selected, use a large, soft-edged clone stamp tool (S) to copy the green 
the drop down menu, select Layer>Matting> background over the top section of the man's head. When done, make sure that the pillbox layer is 
Defringe to soften. active before merging down with the Head 1 layer, (Layer>Merge Down). 


Use the Lasso tool on the original background Use Free Transform to resize Head 2 and Duplicate Head 2, choose Transform8Flip 
layer to make a selection around the right eye place above Head 1, reduce opacity of Head Horizontal, name it Head 3, use Free 
and then place it on the right eye of Head 1. Next, 2 by 50 per cent; erase area covering Head 1. Transform to resize it above Head 2. Duplicate 
blend so that the eye looks in the opposite direction Set opacity to 100 per cent and then darken the Head 1, name it Head 4, place it above Head 3. 
to Head 1, name it Head 2. lower part of the head (with Burn tool). Flatten layers, adjust colour. 


Information 


Recommended reading for this kind of Photoshop work is 
‘Digital Photography Special Effects’ by Michael Freeman 
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In focus: Key stages 


Time to distort existing elem 


HORIZONTAL FLIPPING 
The left side of the face was 
duplicated, then flipped 
horizontally and placed over 
the right side for a strange 
symmetrical effect. The two 
layers were merged and the 


join softened with clone tools. 


FREE TRANSFORM 

The top of an open pill box was 
then selected using the 
Elliptical Marquee tool, which 
was positioned over the top of 
the head, and resized to fit 
with the free transform tool in 
the Edit menu. 


EYES RIGHT 

The head was selected with the 
Magnetic Lasso tool and a copy 
made. The right eye of the 
original was pasted over the 
right eye of the copied head so 
that the heads looked in 
different directions. 


ts in the image to create that derelict look. 


COPIED HEADS 

The second head was copied, 
flipped and resized, and a soft 
edged eraser used to erase the 
lower part of each head - 
giving the impression that each 
head was inside the head 
beneath it. 


Create a surreal portrait Tutorial 


ADD SHADOW 

Head 1 was copied and resized 
to fit inside Head 3. The burn 
tool added shadow to the 
lower parts of Heads 2, 3 and 4 
— this added to the impression 
of the heads actually being 
inside each other. & 
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: Rie ia tecane Aloe are bound to start flowing. Free fram 
the chores and routines of everyday life you'll have a lot more time on your 
hands to try out new techniques and ideas. 

You'll also be able to explore all the exciting places in and around your 
destination. Stunning sunsets, beautiful scenery, famous monuments, along 
with local people and crafts — everywhere you look there will chances to 
capture the colour and character of the place. 
The main thing you need to remember when on holiday is not to get 
‘too snap-happy when faced with 
a wealth of new sights and sounds. It's tempting to shoot anything that 
looks remotely interesting when you're away but you will undoubtedly 
end up with hundreds of pictures and very few memorable ones, so 
remember: quality not quantity really is the order of the day, 
Even the simplest digital camera 
will enable you to take good quality pictures, and with a little thought 
you'll be able to create a holiday photo album that will turn your 
neighbours green with envy... 


. 
this pi 
The beautiful shades and texture on the 


surface of the water provide a highly 
evocative background for the image 


The sunlight on the model's body gives 
the image more depth and realism - and. 
lets us know that the sun was shining! 


Life's a beach 

Although there are many different options these days, with 
some people preferring to spend couple of weeks getting off 
the beaten track or exploring a city, it’s still the ‘sun, sea and 
sand’ of a beach holiday that has most of us heading forthe 
Med come July or August. And even if your budget doesnt 
extend to jetting off somewhere exotic, chances are you'll 
spend some time at the coast when the weather's at its best. 

Most of the pictures you take on the beach will be of 
family and friends, and while the circumstances may not seem 
conducive to creative photography that doesn't mean you have 
to end up with snapshots. 

Certainly the odds are stacked against you. The sun is 
often bright and harsh, sand is reflecting light all over the 
place, and it’s not unusual for backgrounds to be busy and 
messy. But where there's a will there's a way, and with a little 


thought it’s possible to overcome such challenges with just a 
few simple techniques. 

The problem with the light is that once the sun's high in 
the sky you get dark shadows under the brow, nose and chin. 
These are highly unflattering, but you can avoid them by taking 
pictures at the start and end of the day, when the sun is closer 
to the horizon and the light is much softer and warmer. 

If you must capture images in the middle of the day, try 
using a white towel or shirt as a reflector, to bounce light back 
into the shadow areas, or switch the camera to the ‘fill-flash’ 
setting, which will give a low-powered burst of light to balance 
exposure, Alternatively, position the person so that the sun is 
behind them, with no direct sun falling on the face, orfind a 
place undera parasol to take out all the top light. 

The harshness of the light and the reflectivity of the sand 
and sea mean that you need to be careful with your exposure. 
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One of the joys of holidaying in warm, sunny 
places, is eating outdoors as the sun goes down. 
As the lights in outdoor restaurants are switched on, 
so a wonderful mood develops under the orange 
glow. Capturing the atmosphere of such occasions 
isn't difficult, providing you follow a few simple 
rules. The first is to avoid using flash wherever 
possible. The colour of the light you get from a 
built-in gun is neutral to blue, and you'll find that it 
completely obliterates the mood that made you 
want to take the picture in the first place. Of course, 
many outdoor areas are lit up such as Blackpool 
illuminations, and you'll have no problems taking 
pictures without flash - although you may need to 
set your ISO to the maximum and support yourself 
steadily to minimise the risk of camera-shake. 

Flash can be extremely useful, though, if you 
want to show a person or group in front a floodlit 
building or street lights at night. Many cameras 
feature a night portrait setting that both sets a long 
exposure and emits a brief burst of flash. The idea 
is that the flash in the foreground illuminates the 
people while the lights in the background are 
recorded by the long shutter speed. 

With most digital cameras you will also be able 
to capture a diverse range of night subjects, 
including neon signs and light trails. 


The photographs on this page are all different but they 
all manage to capture the holiday spirit. Whether it's 
Rome in the springtime or a park bench in the heart of 
London, think about the best way to capture the 
central elements in a scene first. 
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If you're not careful your camera's meter will be fooled into 
thinking there's much more light than there really is, and you 
can end up with muddy, under-exposed images. So make sure 
that you review your shots as you go along, and then make 
adjustments if they are necessary. 


Making your subjects stand out 

Unless you think carefully about your composition, your 
subjects can easily get lost on a crowded beach that is 
cluttered with brightly coloured towels and sun-tanned 
bodies. One simple option is to stand up when you want to 
take a picture, with the camera angled down, so that the 
backdrop features sand rather than other people. 

If yourcamera has a zoom lens, use it to drop in tightly 
around the person or group that you're shooting, to minimise 
distractions. Taking a few steps back and extending the zoom 
willreduce the sharpness of the background. If you're 
controlling the exposure manually choose a large aperture 
such as f/5.6 to throw it even more out of focus. 

Do take care, though, when photographing couples that 
the autofocus sensor doesn't go between their heads and 
focus on the background instead of them. Either get them to 
bring their heads together or use the focus lock facility. 

However, the best holiday pictures are not posed at all, 
but captured as candids — without the person even knowing 
that you're taking them. Good photographers let their subjects 
get involved with what they're doing before they start 
snapping. This is most easily done using a zoom lens, and you 
will be able to get lots of great shots — everything from kids 
having fun building sandcastles to people snoozing on sun 


loungers. In general, people tend to be much less inhibited on 
holiday, so it's worth keeping the camera handy at all times 
and grabbing shots when anything amusing happens. 


Famous sites 
Of course, you may not want to spend all yourtime onthe 
beach — indeed, you may not be after a beach holiday at all. 
Instead, you may want to photograph the cities, people and 
landscape that you find inland. If you continually snap 
yourselves ‘in front of your hotel’ or ‘in front of another 
restaurant’ however, then your shots will soon get repetitive. 
Some really interesting photos will need a bit more thought. 
One way is to vary the position of your subjects. Your 
natural instinct is to place people in the centre of the picture 
but if you place them to the side — especially in the case of 
landscapes — then you can capture the location too. If you're 
often absent from your own holiday photos, it’s worth investing 
ina mini-tripod that's small enough to carry around with you. 
That way you can use the self-timerto get everyone in shot. 
With famous sites and scenic views you'll probably want 
to take a number of different perspectives — with and without 
people. You can always look at local postcards to get a feel for 
the most popular composition, but be prepared to wander > 
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Imagine the joy of coming across this beautiful scene — 
when you're on holiday in a foreign country or at home, 
everyday things like houses can make great memories 
to take home with you. Keep your eyes open for photo 
opportunities as you walk around villages and towns. 


“Your natural instinct is to place people in 
the centre of a picture but if you place them 
to the side you can capture the location too" 
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Shooting sunsets 


No summer holiday would be complete without a set of stunning sunset pictures. But what is 
it about a sunset shot that makes it ‘stunning’? To some extent it's the sunset itself of course - 
you obviously need rich, vivid colours - but there's quite a bit more to it than that. Firstly, you 
need to get the exposure right: if the picture is over-exposed then everything will look washed 
out. Conversely, if it's under-exposed, then it will be muddy and indistinct. So check your 
exposure after the first shot using the preview, and tweak it if necessary. 

You will also need a clean, uncluttered viewpoint. If your shot has a row of parked cars in 
the foreground or a line of pylons in the distance, then your sunset will obviously never be a 
masterpiece, When you sense in the late afternoon that the sunset is going to be a stunner, 
start thinking about where to shoot it from. Photographs in which the sun is going down over 
water frequently have a special quality to them — but obviously you have to be facing west. 

A flat area of landscape can work equally well. 

That doesn't mean you should avoid having other elements in the picture. Anything in the 
foreground will record as a silhouette, so if you can find something with a graphic shape — 
such as a palm tree - you will be able to add interest and variety to your sunsets, which in turn 
will prevent them from all looking the same. 

Finally, it's worth remembering that if you plan to include the sun itself in the picture, you 
should wait until it's weak enough to look at. Otherwise, it will cause flare on your pictures. 


Local character 


One of the best ways of really capturing the character of a place is to photograph some of the 
people who live and work there. When you're ina foreign place though, it's important to 
gauge the mood of the people before you start snapping them. Are they receptive to photos? 
Are they being treated like zoo exhibits? These are things to consider if you're going to shoot 
candid photos. Many amateurs are shy and that leads them to behave in a furtive way - using 
long lenses from the other side of the street, for example - which can be intrusive. 

As a general rule, and a matter of courtesy, it's a good idea to let people know you'd like to 
photograph them and see how they react. After all, the worst that can happen is that people 
will say “no”. If language is a problem, then another successful approach is to make it 
obvious that you're planning to take a picture that includes someone - and then allow time to 
elapse so that they have the choice to be in it or not. Most of the time people will stay where 
they are and let you take the picture 

The great thing about digital photography is that you can share the moment with your 
subject, by showing them the shot immediately afterwards. Most people are curious about 
photos of themselves and it can be a great ice-breaker, especially if you don’t speak the 
language of the country that you're travelling in. 

For work of this kind a standard zoom is ideal. The wide-angle end is useful if you want to 
show people in their environment, perhaps with a well-known landmark behind, and the 
telephoto end if you need to crop out loads of other tourists. If you are in one of the poorer 
parts of the world, then bear in mind that you're more likely to be asked for money by your 
subject, and you need to decide how you are going to handle this situation if it arises. Many 
photographers, rather paradoxically, will only pay up when they're not asked, because they 
don’t want to encourage begging. Remember that if you're flashing camera equipment 
around, people will automatically assume you have money to spend. And at the end of the 
day, a relatively small sum could make a big difference to someone dealing with poverty. 
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around to find a different angle so you can come up with 
something more unusual and original. 

Coastal holidays mean beautiful sea views: picturesque 
bays and inlets, rocky cliffs, vivid blue water and beautiful 
stretches of sandy beach. To capture the scale and beauty of 
such scenes, visit during early morning or late afternoon, 
when the sunlight has a warm glow. A higher viewpoint will 
enable you to make clever use of your foreground for added 
interest, ortake in boats on the horizon for scale. 

The same is true if you head inland and try your hand at 
landscape photography. The light during the middle of theday | 


tends to be flat and harsh, with little in the way of evocative 
shadows to bring the scene to life. The sharp crisp contrast of 
midday sun can work for some architectural subjects though, 
especially set against a deep blue sky. 

In fact, when taking pictures on holiday you really can be 
spoilt for choice — everywhere you look there's the potential 
for another great shot, whether you're hiking through jungle, 
wandering round ancient temples or simply relaxing on the 
beach. Do make time to grab a beer or cocktail by the pool 
orona sun-soaked pavement cafe and simply soak up the 
atmosphere. Hold on — that would make a great still life... il 


“To capture the scale and beauty of sea views, 
visit during early morning or late afternoon... 
the same is true for landscape photography” 


Improve your holiday photos Feature 


Beyond the obvious 


While people and places will obviously be the main 
subjects that you photograph while on holiday, 
there are lots of other things that will help bring 
the memories back in years to come. Don't always 
go for the obvious shot - they will never be the 
most rewarding. 

It's often the small details that give a place 
character, so keep your eyes peeled when you're 
wandering around. Fishing nets drying on the 
harbour-side, colourful flower arrangements, crusty 
old buildings, painted doors, pots and hanging 
baskets can all add charm to an ordinary scene and 
provide the background that places your busier 
pictures in context. Almost every country you visit 
will have a local craft industry - be it leather in 
Spain, ceramics and gold in Crete, or cork in 
Portugal. Market places are often the best places to 
really capture the flavour of a town, since they're 
usually a blaze of colour and texture. 

With a digital camera you can go in close and 
still be sure that ‘what you see is what you get,’ so 
crop in tight for maximum impact. Be original in 
your composition as well - don't just plonk the 
main subject dead centre. Experiment with different 
framing - see what happens with the focal point 
more to the edge. Create a sense of depth by 
having part of the scene close to you and the rest of 
it further away. Make use of natural frames such as 
arches to strengthen the picture. 
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Fake 3D effects: part | Tutorial | 


Fake 3D effects: 
part 1 


Within Photoshop, you'll find an array of handy tools and 
shortcuts for creating stunning, pseudo-photoreal 3D images, 
just like this... 


oving into 3D graphics can be a big | paintusing all the traditional tricks of perspective and 
commitment, especially when it comes to | shading, but did you know that Photoshop also offers many 
learning the skills. However, it’s worth other shortcuts, all of which can help you create great- 
remembering that artists equipped with no more looking 3D-style images quickly and effectively? This tutorial 
thana paintbrush, a canvas and some pigments have been | shows you exactly how. 
creating photoreal images for years. | Rather than get bogged down in details of how to draw 
With Photoshop, it’s relatively straightforward to create and paint in perspective (there are many books out there on 
3D-style, photoreal (or pseudo-real) images; it’s simply a these topics), we'll look at how to create the impression of 
matter of knowing how to proceed. You can, of course, just realism using materials, objects, lighting and shading. > 
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Zz Part 1: Blocking out 


The first step is to block out all the main shapes in the image 


Insight : Sketching 


It's usually a good idea to sketch rough shapes by hand first, either on paper 
or with a graphics tablet. You can then use this as a guide when blocking out - 


with more complex shapes, tweaking the overall shape can be a pain. 


EW Now convert the path to a selection, invert it 
and use it to trim the circle (by filling with 
black). These two curves are important in defining 
the shape of the bowl. We could've just used a 
straight line, but you lose some of the subtle cues 
to the shape of a 3D object if you oversimplify. 


We've got a nice contrast of material for the 
hosen subject - glass, and the organic- 
looking fish, as well as other details in the bowl — 
which should combine nicely. The first is the bowl, 


which starts life as a simple circular selection in an 
alpha channel, filled with white. 


We've loaded the bowl alpha as a selection 

and stroked it in a new layer as a guide, then 
drawn the outline of the fish that’s jammed inside 
the bowl with the Pen tool. Getting the right feel is 
important, even at this stage, so take your time. 


The top and bottom are trimmed away using a 
path, converted to a selection, We used a path 
because (after researching images of goldfish bowls) 
it gives the absolute control needed to make the 
subtle curve of the top and bottom edges ~ the 
circles needed using a marquee would've been huge. 


Next, the glistening shale at the bottom of the 
bowl. Details again are important here. We've 
raised it up on one side, as if it's been pushed 
against the glass by the weight of the oversized fish. 
See the file BlockedFullsize.psd on your CD 


Part 2: Backdrop 


Choose a backdrop that will contrast well with your main subject 


Insight : 3D materials 


The techniques, or rather the properties of materials, are the same whether 
you're working in true 3D or Photoshop. Learn to understand what's going 
on within a material's surface, then it's just a matter of recreating the effect 
in Photoshop. 


Insight : Bigger effects 


The Spherize filter works on the whole layer, regardless of whether there are 
pixels or not. This is why we needed to take the shale layer into the bigger 
document, make the large round selection and then apply the filter to the 
layer. We get a distortion that better matches the shape of the bowl this way. 


| The Complete Adobe Photoshop Handbook 2 


Blue contrasts well with the goldfish. White is 

good, although that makes things tricky 
when creating the glass. We'll leave il open for 
now, adding a slight gradient to the background 
and a floor layer, which is a white rectangle. 


It's difficult to work out how well this is 


working at this early stage, so we decide to add 
a Hue/Saturation adjustment layer beneath the floor 


to colourise the background. Blue itis, then... 


all 't doesn’t look very 3D but we can add all that 
later. We have avoided perspective to keep 


things simple but we need to hint at depth. Adding 
shading to the floor in the form of a gradient helps. 


By rendering clouds set to Multiply mode and 

affecting the blue only, some organic 
variation is added to the backdrop. It’s subtle but 
worthwhile. The look is quite comic and obvious, 
which for this image is definitely a good thing. 


: The glass 


Time to add detail to a key area 


What will sell the image is the glass, so we 

need to do a good job. One of the best things 
to do when trying to create a 3D or pseudo- 
photoreal look is to gather reference images. We've 
found that a search engine is ideal for this - Google 
offers a specific image search facility, for instance. 


This effect works on the edges in the layer, but 
that’s not what we want - the top and bottom 


are being shadowed too much. There's a simple 
way around this. Create another layer with a white 
circle (from the original bow! alpha channel) and 
apply the shadow to this layer, We then use the 
bowl layer as a clipping mask by Option-clicking 
between the two layers. See the CD file Bowl.psd. 


The bow! alpha is loaded as a selection and 
filled with white in a new layer, but set to 


Multiply mode so it’s invisible. There are a few things 


to remember about glass, such as the fact that, if it's 


curved like a bowl, the edges appear less transparent. 


Next comes the fun part - making the 

reflections. We begin with the left side, using 
the Pen tool to trace the outline of a large window, 
taking into account the distortion of the glass bowl. 
The easiest way to do this is by copying from 
something similar in a photograph. 


Two more reflections are added: a window and 
a streak down the right-hand side. Both are on 
different layers with their own layer masks. 


The bow! must also reflect the floor, so we add 

a gradient to a layer above the reflection set 
(since we don't want it to be faded by the layer 
folder's mask) in Screen mode. By using Levels, it is 
possible to control the fade and the sharpness of the 
boundary to match the floor. 


Fake 3D effects: part 1 Tutorial | 


How can we achieve such an effect? By 
applying an Inner Shadow layer style to 
the bowl layer with zero distance and setting size to 
maximum (although this will depend on image size). 


The Fresnel effect seen with the transparency 

also affects reflections, In this case, reflections 
get stronger towards the edges of curved surfaces, 
so we create a mask for the reflection layer that 
fades out the centre. The line that divides the panes 
is also added here by stroking a circular selection. 


All the reflection layers are placed in a Layer 
folder, so the intensity of reflection can be 

easily controlled as one layer. A layer mask is then 

added to fade out the bottom reflection slightly. 


A circular selection is made slightly larger than 

the bowl, and then we use the Spherize filter 
to distort the floor reflection. The layer is resized, so 
that it overlaps the bowl edges. These are then 
clipped away using a layer mask. 


The Complete Adobe Photoshop Handbook 2 [| 47 


| Tutorial Fake 3D effects: part 1 


: The shale 


Now for some texture and shading 


Create a new document and drag the soil 
layer onto it. We want to create a photoreal 


effect, so we begin by adding a texture map. 
Google again has supplied us with an image that 
we can sample from. Due to copyright issues, we 
can’t supply this precise image, but a quick 
Internet image search (try ‘soil’ or ‘shale’) will turn 
up something suitable. 


We haven't assumed any lighting direction 

yet, so we'll say it's coming from the front 
right and add the appropriate shading. We do this 
using a gradient back in the small shale document 
(to help speed performance), linked to the clipping 
group and set in Multiply mode. This is above the 
shale layer, which has an opacity of 70 per cent. 


In anew layer above the soil (and linked as a 

clipping group), we can use the Clone tool to 
paint in a texture over the soil. We've filled up the 
whole layer, because we need to distort it. There 
should be no copyright issues from sampling like this, 
but always check beforehand, just to make sure 


The shale texture layer is dragged into the main 

image and positioned correctly. A spherical 
selection is then created around the bowl, and the 
Spherize filter run on the shale layer. Free Transform 
is used to fit the distorted layer to the bowl, 


Where the shale is spread up against the 

glass, it’s thinner and muddier (yes, we've 
done our homework) and appears translucent. To 
recreate this volumetric effect, we create a 
selection for the top edge and stroke it using an 
orange/brown colour in a layer applied in Screen 
mode. A duplicate in Colour Dodge mode helps to. 
fine-tune the result 


A layer mask applied to the main shale shape 
layer can be painted on using a textured brush 

to help create a more organic, bitty edge. Note that, 

because of the clipping group, all layers are affected. 


: The fish 


Now onto the trickiest part — texturing our fish to make it look truly 3D 


The fish is probably the most difficult part, 

because of its shape. We'll texture it in a new 
document to keep things efficient. Using some 
reference images, we begin hand-painting it, first by 
masking-out the semi-transparent tail. The Smudge 
tool is used to make the striations in the fins 
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By sampling colours from the images, we begin 

to build up the fish's surface texture using 
Photoshop 7’s new brushes. The ability to create 
scattered strokes helps enormously — here, for 
example, we created the red pattern by using a 
modified version of the leaf brush. 


To create the scales, we used an image of a 

goldfish as the source and the Pattern Maker 
filter. We then marqueed a small area of scales and 
set the filter to use the whole image area. See the file 
Scales.psd on your CD 


We used three layers in all, roughly rotating 

them on the fish's body to create the illusion 
of real scales. It’s only a pattern that creates this 
effect, of course, but often that's all you need. 


Insight : Creating water 


The water surface involved a number of steps. The surface can be made by 
applying Clouds, Ocean Ripple and then the Chrome filter. A couple of 
these layers are blended to create the watery surface reflections. 


Insight : Refraction 


More subtle visual cues come in the form of refraction by the water. We 

made a copy of the tail and offset it slightly. We also made a copy of the fish, 
background and bow! layers (no reflections), applied the Ocean Ripple filter 
and masked it off so the disruptions only appear on the surface of the water. 


We created the shading by loading the fish 

outline as a selection and inverting it, filling with 
black, offsetting it, blurring it, then applying in Linear 
Burn mode. This is okay as itis, but it doesn't take 
into account one very important detail 


The real killer for the photoreal look is the 

addition of a bright edge around the fish's 
body. This is again the same Fresnel principle at 
work, except that in this case the fish (also a 
volumetric body) gets more transparent towards its 
edges. We create this using a black fish layer, set to 
Screen mode, with an Inner Glow layer style applied. 


Fake 3D effects: part 1 Tutorial 


In reality, areas in shadow are rarely this 

desaturated. The black, even in Linear Dodge 
mode, tends to desaturate the layers below as 
luminosity diminishes, The semi-translucent nature of 
a real fish, however, will help to retain saturation in 
the shadows. So to reflect this, we need to use a dark 
tone of the fish's body colour, rather than black. 


The details added at the end include plants, the 

water surface, extra reflections on the fish itself 
and shadows. We also tried to add some colour 
bleeding from the fish onto the floor - the shadows 
themselves are not black, but dark blue. 


nc er em nnE nnn EIEN SEnEEEEEENII EEE 


Final Step 


Finally, we felt that the hard line of the floor 
background clashed with the highlights on 
the bowl, so we decided to blur it. This 
actually created a better environment all 
round, and helped make the bow! jump out 
more strikingly. See the final layered file 
Fish.psd on the cover CD. = 
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part 2 


he big problem with a lot of 3D work is that you 
know you can do it so much more quickly in 
Photoshop. The real difficulty lies in retaining 
that vital 3D information, which is where our 
tutorial comes in. Exploiting specially rendered buffers (such 
as object, transparency and depth buffers) as alpha channels 
is just one way to send 3D information to Photoshop. And the 
good news is they don't usually add much to the rendertime. 


Fake 3D effects: part 2 Tutorial | 


Fake 3D effects: 


How do you create 3D effects directly within Photoshop? 
In the second part of this tutorial mini-series, we show 
you how to integrate Photoshop with your 3D program 


By using techniques such as these — which we will be 
outlining over the next few pages — a great deal of illustration 
and 3D effects work can be better accomplished in 
Photoshop, simply because the processes involved are much 
quicker. We will also be examining how you can integrate 
Photoshop and a 3D application to improve the whole 
illustration process, providing key techniques for performing 
3D effects directly within Photoshop. > 


‘The Complete Adobe Photoshop Handbook 2 | 51 


| Tutorial Fake 3D effects: part 2 


: Wireframe overlays 
We take this simple technique a step further using Photoshop 


Insight : Hidden backfaces 


Use hidden backfaces to make the wireframe appear to be on the surface of 
the 3D object. A full wireframe render with backfaces displayed will make the 
wireframe look hollow for a more illustrative effect, or for fading out the solid 
shaded object into a hollow wireframe object. 


Insight : Black wires 


Invert the wireframe layer and apply in Multiply mode to get black wires. 


A classic, even hackneyed use of 3D in 

illustration is the 3D wireframe overlay. The 
basic idea is to lay the wireframe of a 3D object over 
the shaded image, and there are various ways to do 
this. We think there's still more scope in this 
technique, so here's some information on how to 
get the most from it. 


First, you need the shaded render of your 3D. 

object as normal, with an alpha channel if it's to 
be composited over a different backdrop. Next, you 
need the wireframe in a separate render. Note that 
you have two options: to keep the backfacing 
polygons visible, or to keep them hidden. Your 
choice will make a big difference to the final look. 


To create a ‘shaded wireframe’ look, use a 

white on black wireframe render as before, 
but this time apply it in Multiply mode (don't forget 
to mask out the extraneous black outside the object 
that the effect is applied to). You may find that the 
wires look a little scratchy. 


If you go for the hidden option, you can 
experiment with ways of blending the 
wireframe over the shaded object. A good starting 
point is to render the wireframe as white on black 
This way, you can do a straight Screen blend to drop 
out the black background, leaving the white wires. 


Rather than going back and re-rendering the 
image with wider lines on the wireframe, you 
can just as easily fix this using Levels. All we've done 
here is to drag the Gamma slider towards the black. 
This lightens the anti-aliased edges of the lines, thus 
creating more solid-looking and defined wires 


: The fade-out effect 


One classic effect is to use a layer mask to fade out the wireframe 


By using this as a layer mask for the 
wireframe, we can now create a more 3D 
fade-out. Even better, by applying Threshold to the 


Fading out the wireframe using a layer mask 
will create a render-in-progress effect. It’s 


We can capture some of the 3D information 
and use it in Photoshop to create interesting 


pretty straightforward; just add a gradient mask to 
the wireframe layer. This is a good example of how 
a full wireframe render looks much better than a 
hidden-backfaces one 
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effects. A Depth Map alpha channel saves distance 
information as greyscale. In the case of our figure, 
we end up with a render that is brighter the further 
away the surface is from the camera. 


mask we can create a sharp cut-off at any point in 
the depth direction of the image. This could be 
used for an interesting 3D reveal web animation in 
ImageReady, for example 


Part 3: Slices 


Time to slice up the 3D object 


Insight : Depth maps 


Depth maps can be created in various ways within 3D programs — by using a 
100 per cent black object and white scene fog, for example. Some programs, 
such as Bryce, enable you to create an Altitude render, which essentially 
amounts to the same thing. 


We can take this interaction with the 3D 
image in Photoshop even further, slicing up 
the 3D object to take into account its surface Anew layer is created and, using the channel 
contours. Threshold is run again on the Depth 10 | just generated, it's filled with white - the 
channel (in the Channels palette). We choose a portion of the face we remove is the only part that’s 


position that delineates the portion of the object we __ white. The outside of the head is easily trimmed 
wish to break off 


away using a selection. 


Asubtle gradient and texture overlay, also 
oO By loading this layer as a selection, then performed in the Layer Style dialog, helps to 

copying and pasting from the background add extra substance to the effect, making it more 
image, we create a layer with the missing part of the We can change the colour of the flat white believable (if that's the effect you're after). It beats 
object, which we can now move around (break off). layer to match the object, and to look like it's 


using Booleans in a 3D program, plus it gives you 
Dropshadow helps to provide a feeling of distance _actually the inside surface, by applying a Solid Colour more flexibility. See the finished file Head. psd on the 
between the two layers. Layer style and sampling a colour from the object. CD, which also contains the wirefames. 


Part 4: Pseudo-illumination 


A nifty trick is fake global illumination 


What this does is provide an all-over 
skydome-like illumination for the scene. 


Part of the global illumination look is reduced However, it also washes out the colours, which is 
Much 3D rendering looks hard and stark if contrast, particularly in the shadows. The main _ part of the effect, but at the moment it's too much, 
you don’t spend sufficient time on the image has a single spotlight and no ambient To soften the result, you should switch the gradient 
lighting. However, a quick ‘global illumination’ illumination, so the shadows are black and harsh: map layer to Screen mode and then reduce the 
fake can hugely improve things by softening the By adding a gradient map set to a low-contrast sky _ opacity to about 70 per cent. This figure will vary, 
look of your render. 


gradient, we can dampen down the shadows. depending on the scene. 
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Pseudo-illumination continued... 


$ add the inter-object illumination and light 


accumulation effects from such a rendering style. 
fay You can now use a Hue/Saturation 


adjustment to pump up the Saturation once 
more. Remember to apply this in Colour mode to 
prevent any unwanted lightening of the scene. 


they meet. Begin with an alpha channel of the text, 
duplicate it, Motion blur it, then use Calculations to 
create the gradient mask you see here. 


There will be a similar lightening on the floor as 
the light rays bounce around until absorbed 
completely (this is roughly how a 3D program 
calculates the effect). The text alpha is loaded as a 
selection and filled with pale blue in a new layer. 


The selection is then turned into a layer mask 
for the layer. For now, invert it to hide the flat 
blue and deactivate the link chain; this enables 
you to blur the layer but not the mask, Note how 
the glow now starts to appear beneath the text 


To do this, selectively lighten the floor and text where 


If you want to go the whole hog, you can even 


SEM This is inverted and loaded as a selection. A 
Levels adjustment layer is added to the layer 
stack above the background layer, which lightens 
the bottom edges of the text as required. This is the 
light reflecting off the floor. 


PRY To make it look like an illumination on the floor, 

as opposed to making the text appear to glow, 
nudge the layer across and down, then change the 
blending mode to Hard Light and reduce the 
opacity. See the file Text.psd. 


Part 5: Chromatic aberration 


The next issue you face is achieving a suitable degree of realism 


23 


One of the problems when rendering 
transparent objects, such as glass, is that in 
reality they don't transmit all wavelengths of light in 
the same way. This results in chromatic aberration - 
rainbow patterns in the object. Consider this simple 


render: the image is sapped of realism because 
there's no colour at all. 


Insight : Blur quality 


It's not uncommon to re-apply a blur 20, 30 or even 50 times. The smaller 
the blur radius and the more times it is applied, the better the blur. 
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4 With the help of Photoshop, we can perform a 
little trickery to inject more life and realism into 
the piece, recreating the chromatic aberration absent 
in the current render. We'll need an alpha of the 
object in question, which we will load as a selection, 


invert and then use to copy and paste everything 
outside the object to a new layer. 


Fake 3D effects: part 2 Tutorial || 


Duplicate the document (Image>Duplicate). é&. \ 
Select the background and go into Channels. ? = As it stands, the effect is a bit over the top, 
The red channel is selected (click on the eye of the The background layer is Shift-dragged back but we can soften it. Firstly, change the layer 


RGB channel to view the result in the composite into the original document, where it's placed to Colour mode, then blur it alittle, Finally, reduce 
image). With the Move tool selected, nudge the below the outside layer and above the original the opacity of the layer until you get the right 
channel up twice and to the right using arrow keys. —_image layer. This causes the effect to only appear effect - you could use a layer mask to control the 
Repeat with the blue channel in the other direction. where we want it- in the object. intensity, See the file Spiral.psd on the CD 


: Depth effects 


Now we'll experiment with fog and rack focus to enhance the 3D effect 


To adjust the fog falloff, simply apply Levels to 


One of the most cheap and cheerful effects Load up the depth alpha as a selection, create a the depth channel. Pull the white point slider 
you can perform in Photoshop is fog. All you new layer and fill with a colour. For traditional —_ inwards to make the fog advance, then pull the black 
need is your image and a z-buffer alpha channel. fog, use a greyish, pale blue colour. slider inwards to make it recede. 


You can use exactly the same alpha to create a 
classic depth of field effect. This usually works 


best with a relatively tight falloff in the alpha Load the alpha as a selection and apply Instead, and you'll probably know this already, 

channel. It also requires at least some of the main Gaussian blur through it on the RGB layer. Resist apply a small blur many times. Use, say, a value 
object to be perfectly sharp, so that part of the alpha _the temptation to raise the blur level past about 2.0 _of 1,0, then click OK. Keep hitting Command+F until 
must be fully black. Apply Levels to taste. or you'll end up with the dreaded halo effect. the desired effect is achieved. 


Final Step 


Another useful trick is to use the depth channel to adjust image brightness 
and levels. This can help increase the feeling of depth and realism, and 
even help to create a more artistic blur effect. See the file Gtr.psd on your 
CD for reference. 
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Become a 
graffiti artist 


By using only one hi-res texture, one lo-res 
scan, and the simplest of tools in Photoshop 7, 
you can create a stunning piece of graffiti art! 


s| | 
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_ influence on the graphic 
design scene. It affects the 
many different graphic 
disciplines, and touches all forms of 
design — just take a look in your local 
newsagent, on your television, the 
Internet or your nearest record store, 
It's plain to see that the ‘graffiti style’ is 
becoming very popular indeed, and will 
soon dominate many visual campaigns. 
It's relatively simple to createimages 
within this style, especially with 
Photoshop. By using only the Gaussian 
Blurfilter, the Paths tools, the Cloning 
tool, and the clever use of layers, we show 
you how to create a ‘graffic’ illustration, 


] S treet art has a massive 


™ 


We start this tutorial by sketching a 
typographic graff piece, to planthe 
overall composition. Then we show you 
the best way to ‘perfect’ yourimage, 
which is done by using the Paths tools in 
Photoshop like a drawing package such 
as FreeHand. 

Afterthe perfection of the shapes, 
we use the cloning tool as a spray-can, 
to get that distinctive rough edge that 
graffiti art is famous for. And finally, we 
give tips on how to get great final 
touches to youroverall piece. 

Don't get caught in the street 
breaking the law — follow our tutorial 
and create cool graffiti pieces in the 
comfort of your own studio! 


Expertise and illustration 


rovided by Identikal, You can 
visit their Website at (w] 


www.identikal.com. 


Files on disc 

The files needed to support 
this tutorial can be found on 
the cover CD, 
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Part 1: First sketch 


Give yourself an easier task by preparing properly and sketching your composition first... 


Sample textures 


This is the most important part of 
the overall graffiti effect, in 
which you need a hi-res scan of a 
texture. The best way to do this is, 
to take photos of textures found 
onthe street, brick walls, paving 
slabs or elsewhere. Once you've 
gota good collection of sharply 
focused’ texture images, get 
them scanned, The best results 
are from hi-res drum scanners. 


Draw an initial sketch and try to get it as close Once you're happy with the sketch of your 

as possible to how you want your final image ll composition, scan itin. You really don't need to Give more visibility to the finer lines of your 
to look. This will help you later on in the process. have a hi-res scanner for this part, as the scan is only sketch by giving the scan more contrast. 
Our image reads ‘digital graffiti’. for drawing guidance. This makes it easier when tracing the illustration. 


Part 2: Paths to glory 


Treat the Path tools in Photoshop like a bonus vector drawing package! 


Now you need to clean up any other objects 
that you don't want to put in the final piece, 
as they may confuse you when drawing around 


Use the Pen paths tool to draw around the 
shapes roughly, just like you would in 


the scanned sketch. Once you are happy with the yy Create a path layer, then find a good spot in Illustrator or FreeHand. The best idea is to start 
sketch and the scan, you can go on to perfecting your image to begin. You're now ready to drawing the letterforms of your image within your 
the shapes themselves. begin perfecting the shape of your image. first path layer. 


A good technique for achieving quick accurate Once you've drawn around the letterforms, EW 'f you spot any wonky lines, editing them is 

results is to hold down the Option key while zoom out and check your paths are doing fine easily done by using the white Arrow tool. 
you are drawing. The result is that you will get by making the scanned image layer invisible, or Zoom in around the paths area to improve the bad 
straight lines and decent curves fast. overlaying the image with a white opaque layer. curves and straighten the lines. > 
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| Tutorial Become a graffiti artist 


Paths to glory continued... 


CMYK and 
contrasting colours 


Try to keepa simple colour 
palette — for example, red and 
yellow. Then add high contrasts 
of shades and tones of only the 
two colours you've selected. To 
provide a sharper look. add dark 
contrasts by overlaying parts of 
the illustration with ‘multiplied’ 
textured layers. We recommend 
using CMYK rather than RGB, 
because it's easierto handle ~if 
you want more red in your image, 
simply take out the cyan and 
replace it with magenta, and add 
alittle yellow. All this is easily 
done with the Photoshop 
channel mixer. 


Now you've checked each letter shape within 
the graffiti piece, create a new path. Start 


tracing the images on the outer areas. The new Zoom in closely on the details of your 

‘outer graphic’ path will give you the option to give letterforms, and check your paths one last time Zoom out, and take a good look at the image. 
the outer graphics different treatments to the to perfect all the details. Are the lines straight, are am With all paths showing, you'll see if the outer 
letterforms later on, there any mis-shapen curves? graphics work well. 


fay The masking area can be filled with any colour 


FEW Once you are completely satisfied with your By pressing the dotted circle on to the bottom ll you wish. You can also fill the outer graphics 
graffiti shapes, select all the perfected paths, of the paths window, you immediately createa__ paths with a different colour on a different layer. It 
and then create a new layer. selected masking area. all depends on the colour palette you've selected. 


Part 3: Spray-can texture 


Get your image looking ‘street’ with one hi-res texture — this is where the fun really begins... 


Ty Create a new layer for your texture. tral 'f your texture image doesn’t cover the whole Create a masked graphic area, as detailed in 
Remember to use a high resolution scanned image area, duplicate each layer, and move Ml steps 13 and 14 above, and copy the texture 
image, as this is the vital difference between the around the whole image space until you've covered —_ area into a single layer, which will be the texture 
spray-can effect working or not. The sharper the it. Then merge the duplicates into one single layer. graphic layer. Now turn all other layers off, to give 
image that you use, the better. Be as random as possible. yourself better legibility for the next step. 
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Now add colour. The simplest way to do this is 
- to work in CMYK, and use the channel mixer 
With the same technique, ‘spray’ around every _ to take out a high percentage of cyan. This makes 


Select the Clone tool, and clone the ‘grainiest’ graphic edge until there are no hard edges in the image red. CMYK will limit your colour range 

section of the texture. Instead of airbrushing sight. Zoom out to a full image and you'll see the compared to RGB, but these restrictions are much 
flat colour, use the Clone tool to airbrush texture. This _effect starting to take shape. After this, make all like those experienced by the graffiti artists 
particular step is what gives the spray-can effect. your other layers visible: themselves with their spray-can colours. 


: Layer order 


With the clever use of the layers and basic Photoshop tools, make the spray-can effect work... 


Graffiti and 
piecebooks 


Many different styles have come 
from the streets, the most 
popularbeing the art of graffiti. 
Its the best way to get the public 
knowing who you are and how 
talented you are, It's a raw and 
youthful artform, and can get you 
into trouble! Areas where the 
best artists show their work are 
known as'halls of fame’. Most 
sraffti artists keep a piecebook 
of ideas, which can be a great 


source of inspiration for creating 


Create a new Graphic layer and fill it with the 


original images. main colour of choice (follow the masking Check your image for texture distortions. The If you feel your image is starting to get lost, 
details in steps 11 and 12 on the previous page). above image shows the texture working badly, create a white Graphic layer (with the shape 
Use the Gaussian Blur filter to a soft level, and then _and is distorting the piece. Simply ‘clone’ out these drawn in paths), and turn the layer to overlay. This 
turn the layer to multiply. areas with texture that you feel works. will give crispness to the image. 


You now need to give the letterforms a lot 


This next step is all about ‘fine’ editing, and is 


more punch. Create a new layer. Once you Position the rough shape behind the graphic very important. Select the Graphic texture 
have done this, roughly draw around the inner texture layer, and blur it to provide asmooth —_layer, and then zoom in as much as possible. Select 
graphic shapes with the Lasso tool, Next, fill the look. As you can see, the shapes shoot forward and __the Clone tool and edit all the areas which are 
selected colour with a light colour. the spray-can effect looks great. distorting the letterforms. 
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Layer order continued... 


Real work 


Go out to your local ‘hall of fame’, 
orareas that have been covered 
in graffiti pieces. Look atthe 
colours, and the spray-can 
techniques, and how the 
droplets of paint from the 
aerosol have hit the wall. Get up 
really close, take photographs, 
and make sketches if youhave 
to, Seeing graffiti art forreal will 
have a massive influence on 
your final piece. 


Once you're happy that your graphic shapes 

are looking streamlined, it's good to lighten or 
darken the individual textured shapes, to give a 
random ‘overall’ look. This is simply done by 
selecting the individual graphic paths, and then 
adjusting the levels of the shape. 


Create a new layer and label it Graphic Spray 

Line. Select the graphic paths, and instead of 
filling the selected area, add a stroke of around 
12px, with any colour. We've used white. 


A simple tip for sharpening things up is to 

select your texture layer and then edit the 
Brightness and Contrast. Be as playful as you like, 
but do remember that you're doing this to get as 
much sharpness as possible. 
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We need to give the graffiti text more 
dominance within the image, as it's beginning 
to get lost amongst the heavy texture. Select inside 
the graphic layer with the Magic Wand, create a 
new layer, and fill the selection with white. Place this 
behind your graphic texture layer. 


When making all your layers visible you'll see 

that it needs to be sharpened up. The image 
may look messy at this stage, but don't lose heart 
because you're now ready to give the graphic areas 
their final treatments. 


Turn the layer opacity down until it's barely 

visible. Duplicate this layer, and then use the 
Gaussian Blur filter to muffle the edges. This is 
almost like a ‘white spray line’ finishing touch, 
which all graffiti artists do. Note: All the levels are up 
to you, but don't overdo it! 


Create a new layer. Select the insides of the 

letterforms and fill with your desired colour 
(we've used yellow). Turn the layer to multiply — this 
helps the texture come through. 


To provide a darker background texture, we 

simply duplicate the texture layer. Turn the 
layer to multiply. This will obviously darken your 
graffiti type. Avoid this by simply selecting the 
paths, and deleting the positive spaces on the 
duplicated texture layer. 


Background colouring is very important with 

this piece. You'll need to decide if you want to. 
keep the texture throughout, or if you'd like to have 
a surrounding of flat colour. Individually edit the 
colours by using the channel mixer. Taking out a 
high percentage of black will give a flatter look. 


Now you've worked hard perfecting the 
‘graffiti style’ graphic type, start thinking 
about the outer areas, Draw a new path around the 
central graphic objects. Once you feel this works, 

create a masked area (as in steps 14 to 15). 


Becomea graffiti artist Tutorial | 


Make a new layer and fill the selection using 


the Gradient tool. This is easily done by Play with the layer effects. Does ‘darken’ or 
holding down the Option key and mouse, then ‘lighten’ work better with the colours and the 
dragging across the selected area, and letting go. textures you're using? Personally we prefer to leave 
Horizontal shading or vertical shading is up to you. the outer edges with flatter colours, because it helps 
Use with any colour you feel works. the type dominate the image. 


: Final touches 
The final stage is getting everything right and tagging your piece... 


Plug-ins 


Use plug-ins wisely, or avoid 
them altogether. Inject your own 
techniques into Photoshop, by 
‘experimenting with the many 
different tools, with layering and 
with filters. I's the best way of 
getting personality into your 
work, and will laterhelp you to 
develop an original style. 


Be experimental. Move the ‘outer graphic’ 
layers up and down and around, to get 
exciting results. Compare them to live pieces which 

you've seen on the street. 


To add extra detail to the piece, duplicate parts 

of the image where the texture is working. 
Then with separate layers, overlay them onto the 
sections that do not work. 


Flatten your image and save it as a separate Select the main graff piece and copy it, then 

file, so you can use it to enhance the overall duplicate the background layer. Set the new 
effect. Check for any blemishes, or where the effect _layer to overlay to intensify the background and 
hasn't worked very well, and clean up. bring the graffiti piece out. 


Like all graffiti artists, tag your piece of work — 
be proud of it! Then flatten your image. You 
can duplicate the flattened layer by turning the layer 


to multiply. This gives you a high contrast effect, Congratulations. You are now a digital graffiti 
which can then be toned down by adjusting the artist! The final thing to dois go over your 
opacity levels of the layer. image and check for any mistakes. 
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The hidden 
depths of type 


We create a film poster in Photoshop, and 
show you how typography can be used to 
express feelings and emotions, and to 
visually stimulate your audience... 


ypography has always been 

an important way of 

presenting information, 

and it can be used in many 
ways. There are ongoing arguments 
about whether type should be legible, 
but it really depends on what you are 
trying to achieve. If you are designing 
a book to be read then it’s important 
that it's readable, but type can also be 
used as purely visual imagery. 

Film posters have always beena 
good medium for showing how 
typographic design can be used to give 
a feel of a film, as demonstrated by 
early posters such as the one for The 
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Man With The Golden Arm designed by 
Saul Bass. Modern-day rolling credits 
also show howeffective type can be — 
for example, Kyle Cooper's credits on 
the film Sevenand, more recently, his 
rolling credits for Arlington Road and 
Mimic demonstrate how the disturbed 
use of typography creates an 
emotional reaction. 

This tutorial shows you all you need 
to know to manipulate type, and to use 
it as a means of expression, as well as 
a language. Manipulated type can 
create an atmosphere, and give you 
an immediate visual insight into 
the content of the film. 
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: Starting with embossed type 


To begin, you're going to create the background and focal points 
that will act as a base for the type work later on... 


Open background,jpg from the cover CD then 
go to Image>Adjust>Hue/Saturation 


(Crtl+Command U). Use this to adjust the colour of Move and scale the brain image until it's in Open gun.jpg, cut it out, then scale, drag and 
the background. Once you're happy with the position. The brain should be a subtle rotate it into position. The gun should be 
results, press OK, Open brain.tif and place it over background image, so change the layer option to pointed at the centre of the brain. Choose Lighten 
the background. Hard Light and adjust the Opacity to 40 per cent. from the Layers Options and adjust the Opacity. 


foo) M15 


Now duplicate the Background layer, and 


Open doublehand jpg, scale it down and rotate bring it to the foreground slightly offset. 

it using the creases as a visual impact of a bullet Reduce the Opacity to about 20 per cent, and You need to make the background image 
cover the centre of the brain. Then change the Layers change the Layers Options to Soft Light. This should stronger still, so produce another layer and fill 
Options to Soft Light, the Opacity to 55, then move _ bring colour back into the image, and strengthen this with a purple colour. Move the Layers Options 
the Gun layer to the top of the Layers list. the imagery when we add more layers later. to Overlay, and adjust the Opacity to 40 per cent. 


Open zip.ipg from the cover CD. You need to 
place the zip over the image, so drag the 


Now go to Filter>Stylise>Emboss. Photoshop 


image onto the document in a new layer. Then Next, add a word to the zip to give it some will ask you if you wish to rasterise the text, so 
rotate the zip (Ctrl+Command T) until it’s in the depth. Go to the Text tool and type the word click OK. Use this to create a nice embossed effect 
desired position. Place it diagonally, so that the eye Love, at a suitable size, and scale and tilt it until it's to the type. Now add some Gaussian Blur to help 

is drawn to the opening of the zip. at the correct angle merge the shadows and highlights. 
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Now make a selection of the Love layer and go 
back to the Zip layer. Next, copy and paste a Go to Select>Colour Range and select the Open eye jpg and place it under the opening 
new layer above the Love layer, Change the Layers black around the zip, Adjust the Fuzziness until in the zip. Now create a layer mask, turn off all 
Options to Multiply and 80 per cent Opacity. Now enough of the black has been selected. Press Delete. _ the other layers apart from the Zip for more clarity, 
adjust the Hue and Saturation of the Love layer until This doesn't have to be perfect (a rough feel is fine), and, using a Paintbrush, mask out everything 
it matches the dark areas of the zip. but it may need to be tidied with the Eraser tool. outside the opening. 


Create a new layer so that you can do a drop 
shadow around the zip. Use the Airbrush to 


icv ads 


run two lines along the opening of the zip, then add ai 
Now adjust the colour of the Eye layer, Gaussian Blur of around 20-30. Bring the Opacity You've got a background that forms the basis 
making it redder to give more impact and back to around 70 per cent and change the Layers of the poster; now it’s time to add some text to 
emotion. Make the Hue a little redder and also Options to Multiply. Now make a selection of the create more emotion for the film. You'll learn some 
increase the Saturation. eye mask and create a mask on the Shadow layer. useful Photoshop tricks for using type. 


: Stitching type into fabric 


We show you how easy it is to sew in Photoshop... 


Now create a selection from the HATE layer 
and make a new channel from this selection. 


How about adding a word to counteract the 


Love on the zip? Start by typing out the word Choose a bold sans serif font as it'll work best Create a new layer and go to Edit>Stroke to put a 
you wish to be stitched onto the background for the particular effect you're creating. Rotate small outline around the lettering. Hide the HATE 
material, We've decided to use the word HATE it and move it to a position you're happy with layer to see the results. 
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Now for the first inner stitch line, Make a 


selection from the channel you've just 
produced. Then go to Select>Modify>Contract and 
contract the selection until it's inside the first outline: 
Create a new layer and go to Stroke again and put a 
thinner line on this selection. 


Create a new layer and make a selection 

from the two stitching layers. Now expand 
the selection and fill it with black. Then 
Filter>Blur>Gaussian Blur the black. Then change 
the Layers Options to Colour Dodge and set the 
Opacity to 40 per cent. Move the layer behind the 
stitching. You'll find this creates a soft shadow 
behind the stitching. 


Make the last layer Hard Light and about 50 

per cent Opacity. Then select the middle 
outline and go to Image>Adjust>Hue/Saturation 
(Ctrl+Command U). Click on Colourise and Lighten, 
add more Saturation and adjust the Hue until it’s a 
lighter shade of the background 
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Stitching type into fabric continued... 


Do the same as in the previous step for the 

outer line of stitching. This time go to 
Select>Modify>Expand (instead of Contract) and 
then onto Stroke. 


Now Blur the three outline layers to soften the 

edges, Select the first outline we produced and 
go to Filter>Stylise>Emboss. Create a small (Height 
4 pixels) but very embossed effect on the outline. 
This will give the effect of the line being raised from 
the background. 


Merge the two stitching layers and Hue and 

Saturate them as in the last step. Then change 
the Layers Options of the two layers to Screen with 
about 80 per cent Opacity. This should help to blend 
it into the background slightly. 


Now you need to create the stitch marks on 

the two layers you've just produced. Make a 
mask on both layers and use the Paintbrush tool to 
mask out equal lengths of stitching (this doesn't 
have to be perfect) 
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Merge the two stitching layers and duplicate 

the layer. With the top layer selected, go to 
Emboss and do the same as the previous step, but 
this time you want the angle of light to go in the 
opposite direction. This will give the impression that 
the stitching is embossed into the background. 


Go 


It's still standing out too much. Go to 

Brightness and Contrast and adjust the light 
areas until you're happy that it’s become part of the 
image. If you like, you could now add more stitching 
elsewhere, although we thought that might be 
overdoing the effect. 


: Adding emotion with typography 


You can now use type to add texture and meaning to your image... 


Now that the main image is complete, you 

can start adding the rest of the text. What 
we're after is a grunge, uncoordinated look 
Choosing the right fonts for the job is very 
important. Handwritten and distressed fonts are 
most effective here. 


Taking parts of the script from our imaginary 

film, we start adding layers of text. White text 
is a powerful tool on dark backgrounds, giving a 
pureness to the lettering. Start adding a few lines of 
text around the top left corner. 


At this stage, we've added about six layers, 
but you can continue to add more at 90 

and 270 degrees. This will help to block out more of 

the background 


Add more layers on the diagonal. Try not to 
completely block out the background ~ make 
sure some important words are left visible. 


Now this corner of your poster is almost 

complete, but it's overpowering the image 
below. We need to soften the effect. Use Overlay in 
the Layers Options on all the text layers except the 
text line in the centre, which you want to stand out 


Delete any text that's protruding over the zip 

from below, as the film's title needs to go in 
this area. Merge all the text layers, create a mask 
and block out all the text that’s below the zip 
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You told me that 
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Nake Me so 
id that you love 1 
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ve Meaning 


Don't worry about readability at this stage, as 

most of this text will become unreadable 
Only a few choice words will remain visible, as if 
we're only hearing part of a conversation in the film 
Add more layers of text in order to gradually block 
out the image behind 


Now we need to add a more prominent line of 
text taken from the film. Place this in the 
centre, away from the large amounts of text, so that 
it stands out. If you think it’s needed, add some 

more text in the top corner. 


This corner is still looking very angular, so 

create a new layer and use the Pen tool to 
eat into the straight line. Try to use curved shapes 
that resemble letters - this will help it fit in with the 
current image. 
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: An eye for love 
Masking out the edge of the eye using the word ‘Love’ 


‘Add more type until the straight edge has 


Now add the word Love next to the eye. As completely vanished ~ add more to the mask if 


To the right of the eye there's a straight edge with the top-left comer of the poster, we want —_ necessary. Flatten all the Love layers together and 
that needs the same treatment as in the to mask out the skin next to the eye with this word, make a selection of this layer. Now go to the eye's 
previous step. On the eye mask we created in Part —_but there's no need to set the layers to Overlay. Shadow layer and add a mask of this selection, 
1, step 12, use the Pen tool to mask this area to Start adding the text and flattening them together making the text knockout of the shadow as well 
create a rough edge. as you go - this makes things easier. as the eye. 


: The finishing touches 


Now for the final touches to make the image into a fully fledged movie poster... 


The main image is now complete, so it's time 


Now change the bottom three rectangles’ 
to flatten it. Now you need to add all of the 


Layers Options to Hard Light, and the top layer 


information that goes with the production of the Now duplicate this rectangle making three to Overlay. Now make the top three layers 60 per 
film, like the names of the actors, director, and, of more layers over the first. Then off-set each cent Opacity and the last 25 per cent. This makes 
course, the name of the film. Start by adding a layer slightly. Go to Filter>Blur>Gaussian Blur and the block a nice purple, but it also makes it look like 
rectangle below the main image. blur all four blocks very slightly to soften the edges. _it's floating above the main image. 


Now for the final touches. Type the name of 
the film (we've called ours ‘nightbreak’) in 
Dstruktonaut and make it the same purple as the 


Start adding the information. Using the font box underneath it. Now create a new layer below 
Dstruktonaut type ‘a crunch films Now add the cast lists and also a company the title layer and make a selection of the film title. 
presentation’, making ‘crunch films’ larger than the logo such as the one here. Then make all of Then go to Select>Modify>Expand and expand 
rest of the text. To make ‘crunch films’ stand out the text the same size, but the less important the selection to make a nice rounded shape. 
even more, ensure that you make the other wordsa _information should appear in a lighter shade of Finally,you should fill this with white and then 
lighter shade of the purple behind it. purple as in the previous step. flatten the image. The poster is now complete 
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Chapter 2 


Delve deeper into the creative potential of Photoshop 
with features and case studies to inspire your work. 
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Build your own plug-ins for free 

Follow three leading illustrators as they tackle the same brief 
Psychedelic effects 

Creating Pop Art-style illustrations 

Build a portfolio 


Online portfolios 
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Build your own plug-ins 


If you're fed up with your existing Photoshop plug-ins, a surefire way of achieving the 
unique effect you're after is to create your very own set. Here, we show you how to take 
control of your plug-ins for free... 
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onsidering the dozens of 
plug-ins that accompany 
Photoshop, and the 
hundreds that are already 
available online, you might think that 
the plug-in universe has been 
thoroughly explored. But the opposite 
is true. There are thousands of possible 
effects, from the simple to the strange, 
that have yet to be created. With just a 
little effort it's easy to explore this new 
territory. You don't even have to be a 
computer geek or software master. All it 
takes is some knowledge of the basics 
and a willingness to experiment. 

If you have Photoshop, you have 
the most important tool already. Look in 
the Goodies\ Optional plug-ins folder 
on your Photoshop CD, and you'll find a 
folder called FFactory. (If you have an 
older version of Photoshop, the 
‘Optional plug-ins’ folder may not be 


needed in the path.) Copy all the 8BF 
files to your working plug-in directory, 
start up Photoshop and you're ready to 
go. If you load up an image and look 
under Synthetic in the plug-in list, you 
will see a new entry called Filter 
Factory. This is Photoshop's very own 
built-in plug-in creation tool. If you've 
ever used free filter packs such as 
Kang’s or Harry’s Filters, this is how 
they were made. 


The Filter Factory 

The basics of Filter Factory are simple. 
There are two plug-in formats. The first 
is Filter Factory's own internal AFS 
format. This is for saving and loading 
plug-in definitions. AFS files don't do 
anything to images; they're strictly for 
Filter Factory's own use. But there's also 
a Make option which will turn an AFS. 


file into a working 8BF plug-in. 
Photoshop will treat this just like any 
other plug-in. You can use it yourself, 
put it on a Web page, send it to your 
friends or even sell it — there are no 
restrictions of any sort. 

This is all good news, but there are 
some other restrictions you need to be 
aware of. In many ways, Filter Factory is 
quite basic; it lacks some of the more 
advanced features of professional 
plug-ins. Visually, you can't change the 
background or add a ‘skin’ to a plug-in. 
So the interface is always as simple as 
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they come. There's no Auto-preview 
option, so you can't run a preview of a 
Filter Factory plug-in on an image 
automatically. There's a preview 
window, but it’s a bit quirky, It scales the 
source image down toa tiny preview 
size, and then runs the plug-in on the 
preview. This means that the results 
don't scale accurately, so it tends to 
give slightly misleading views. 

Finally, while you can use up to 
eight sliders, their values are set to 0 to 
255. You can change this internally, so 
there's nothing to stop youhavinga = > 


“Advanced effects need time and 
effort, but you can get a long way 
with just a few basic skills” 
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slider range of -1000 to +1000 within 
any plug-in you create. But the user will 
always see that same range of 0 to 255. 
So with that in mind, what can you 
do? In practice, just about anything. You 
can create custom frames, bizarre 
colour warps, assorted distortions, 
varying blurs and all kinds of unnamed 
(and probably unnameable) artistic 
effects. More advanced effects will 
need some time and effort. There's a bit 
of a learning curve to climb, but there 
are shortcuts, which we'll explain later. 
However, you can get a surprisingly 
long way with just a few basic skills. 


Do it yourself... 
Let's fire up the plug-in and take a brief 
guided tour. Load a colourful photo so 
you have something to work on, and 
find the plug-in, in the Synthetic group. 
At the top right are eight sliders. These 
don't have useful names yet — we can 
add those later. (Ignore the ‘map’ labels 
— they have nothing to do with the 
sliders.) At the top left is a preview 
window. This works as described 
earlier. At the bottom of the window are 
three boxes called R, G and B. (If your 
image has an alpha channel, you'll see 
another box labelled A appear here.) 

The RGB boxes refer to the red 
green and blue channels in the source 
image. The key point about Filter 
Factory is that you can plug some maths 
—which can be simple or complicated 
— into each of these boxes to create 
your output image. To demonstrate this, 
we'll do something incredibly simple — 
mix up the colour channels. 

The lowercase r, g and b that 
appear in the boxes stand for the red, 
green and blue information that 


appears in the source image. Swap 
these around at random and see what 
happens. In plain English, if you type a 
‘b’ into the ‘R:’ box, the blue in the 
source image will control the amount of 
red in the edited version. 

You don't need to get too picky or 
analytical here; just swap the various 
possibilities around and enjoy the 
exotic colour shifts that appear in the 
preview. You don't even have to use all 
three source colours. You can map all 
the outputs to the green channel, ortwo 
to green and one to red, and so on. The 
idea is to experiment and see what 
happens. If you find a combination you 
like, click on OK and it will be applied 
to your image in the usual way. 

By now, you may be beginning to 
understand just how powerful Filter 
Factory can be. With the simplest 
possible changes, you've created a 
huge selection of colour shifting 
effects. If you wanted to, you could save 
each colour shift as a separate plug-in. 
Or, you can just fire up Filter Factory 
and play with the various combinations 
until you find something you like. 


A finished plug-in 

All that is just the beginning. It's easy to 
do simple arithmetic on the channels, 
so you can combine information from 
two or more channels at once. Try this: 
type ‘r’b’ in the R box, ‘g"b’ in the G box 
and ‘b’r’ in the B box. This multiplies the 
source colours by the information in 
other colour channels. 

Again, you can mix and match the 
various combinations at random. The 
effect is to burn out the image. The 
result is too powerful for low contrast 
images, but if you have a high contrast 


The DIY colour randomiser transforms this stock shot into something else entirely. 
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The main Filter Factory screen doesn't give you much hand-holding. 


image — perhaps even something that's 
partially a silhouette — you get a great- 
looking, grainy, washed-out result. 

So how do we turn this into a 
finished plug-in? Click on the Make 
button and start by filling out the boxes. 
The category box is the most important 
of these. It controls the sub-heading | 
where the plug-in appears in your | 
Photoshop plug-in menu. The filename 
is important, too — it defines the 
filename of the plug-in. The others are 
optional. When you've filled them in, 
click on OK and your plug-in will be 
created. Next time you run Photoshop, 
it will appear in the list in the usual way. 

How about adding more control? 
This is where the sliders come in. They 
are extremely easy to use. You refer to 
each slider in a formula as ‘ctl(x)’ where 
x is a number between 0 and 7 This 


basically means that the top slider is 


Kees van Prooijen’s Filter Farm is the 
custom filter plug-in of choice for those 
who want to dabble without getting too 
technical. It's supremely easy. When you 


start up, it asks you fora filename so it can 


keep track of what happens next. It then 


produces a selection of previews based 
on some semi-random filter algorithms. 
Pick one and it will repeat the process. 
Rinse and repeat until you're done. 

Itis superb for translucent glassy 
effects, artistically distorted portraits and 


‘ctl(0)’, the second is ‘ctl(1) and so on. 
To make the burn-out plug-in more 
controllable, try this: 


R:r'b/ct\(O) 
G:g'b/ctl(1) 
B: b’r/ctl(2) 


Now the top three sliders control the 
amount of burn-out for the various 
colour channels. As you move the slider 
to the right, the amount of burn-out 
decreases. Maybe you'd prefer things 
to go the other way? If so, then try: 


Rirb/(255-ctl(0)) 
G:g'b/(255-ctl(1)) 
B: b'r/(255-ctl(2)) 


It should be obvious how this works. 
You're reversing the direction that the 
sliders work in, and now you'll get 


various interesting and colourful varieties 
of painterliness. It's also far more 
convincing as a fine art tool than most of 
Photoshop's own filters. And it's free. 

The only downside is that it’s currently 
available on the PC only, and there's no 
Mac version planned. It's also quite 
processor-heavy, and therefore it can 
take a while to render. The results are 
almost always worth the wait, though. 
You can download it online at 


[w] www.kees.cc/ffarm/ffarm.html. 


FilterFormula from ATS Graphics uses the 
same principles as Filter Factory, but adds 
some extra features which willbe 
appreciated by anyone who has taken the 
time to master the full range of filter 
design possibilities that Filter Factory 
offers. The most obvious difference is that 
it makes it possible to create filters using 
more advanced techniques. 

For example, you can scan an image 
once to get the average brightness, then 
use that value as the basis of asecond 


filtering pass that responds creatively to 


maximum burn-out at the right. 

You now have all the tools you need to 
create some extreme but controllable 
colour shifts. But what about other 
kinds of distortion? How about 
something more random? As you'd 
expect, Filter Factory includes some 
randomisation features, It also includes 
various ways to move pixels around. 
Load up the RGB randomizer.aafs file 
from your cover CD, and you'll see a 
more complicated formula appear. This 
may look frightening, but it's a lot 
simpler than it looks. 


Pixel isolation 

To understand it, you need to grasp how 
the ‘src’ feature works. This is used as 
src (x,y,z), and it lets you pick out 
different pixels from the grid and also 


Selector, 


Slider: 
‘Slider 2: 


CR OE ae a 
Select Filter (or new name): 


5 th 


various brightness levels. The coding 
details look more like those used in C. 
This means it's slightly harderto learn, but 
easier to read once you've mastered it, and 
also far more powerful. 

FilterFormula comes recommended if 
you have geek tendencies. If youcan 
master Flash, the programming isn't all that 
different. You can download FilterFormula 
1.1 for 1425 or 5145 (around £18 or £32), 
depending on whether you choose the 
Small or Professional version, at [w] 
www.ats-vienna.com/graphics/index.htm. 


by colour channel; x,y are just the pixel 
co-ordinates. 0,0 is top left. Z is the 
channel number — 0, 1, 2 are equivalent 
to red, green and blue respectively. So, 
src (0,0,0) will give you the red channel 
pixel from the top-left. src (128,128,2) 
will give the blue pixel from 
somewhere near the top-left corner, 
but down a bit. And so on. 

Specifying all the pixels by hand 
would take forever. A shareware 
Photoshop plug-in by ATS Graphics, 
called FilterFormula makes it easy 
([w] wwwats-vienna.com/graphics/ 
index.htm). Like r, g, and b, x and y have 
a special meaning in FilterFormula. 
Together you can use them as 
shorthand for all the pixels in an image. 
If you type in ‘sre(x,y,0)’ it will scan 
through the red channel on the entire 
image, working on all pixels as it goes. 


FilterFormula starts where Filter Factory runs out of steam. It may not be easy to master, but it's 


very powerful. 


: 


d 


Creating a custom plug-in is as easy as clicking on Make and filling in a few details. 


What about ‘rnd’? That's a randomiser. 
Use it as rnd (low, high), where low and 
high are the lowest and highest 
numbers of the random range. For 
example, rnd (0,100) will produce 
random numbers in the range 0 to 100. 
Itis as simple as that. If you look at 

the filter now, you should be able to 
guess what it does. It randomises the 
red, green and blue channels 


individually, giving separate slider 
control for each. 

Again it’s a straightforward filter, 
but once you start using it you'll find 
it's very powerful, and capable of 
paint-like pointilistic effects, a spattery 
air-brushed look and also various 
colour shifts. If you randomise one 
channel into oblivion the other two 
contribute most of the colour. > 


“You've got the tools to create 
extreme colour shifts, distortions 
and other random effects” 


FilterMeister is another take on the same 
idea. It has been used to create 
commercial and shareware filters, and 
it's probably roughly as powerful as 
FilterFormula, although the feature set 
and programming interface are rather 
different. It seems to have been in 
permanent beta since 1999, although the 
current version seems stable enough. 


The manual includes details of some 


fairly advanced programming techniques, 


including things such as file compression 


(which you're unlikely to ever need), 


contrast and detail enhancement, image 


re-sizing and other enhancements (which 
you may do — if you can understand all the 
scary equations used to describe them). 

You can download the current version 
from [w] wwwfiltermeister.com — the 
license costs 429.85 (around £21, reduced 
fora limited time), after which you can use 
itto create stand-alone filters and sell 
them ona royalty-free basis. 

The demo version is available as a 
30-day trial. It's certainly worth 
‘experimenting with. You really do need to 
have reached expert level with the basics 
of Filter Factory to get the best from it. 
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Asa final example, load up the colour 
splitter file. This separates the red, 
green and blue channels without 
randomisation. But you can control the 
horizontal and vertical offset of each 
channel individually. Because of a quirk 
of FilterFormula's maths routines, it also 
produces vivid 100 per cent horizontal 
blur effects at the edges of channel. 
(You'll often find these synergistic 
effects appearing as you play with Filter 
Factory. It's quite a grungy little tool.) 

There are two new things you need 
to learn, to understand how the colour 
splitter works. X and ¥ (uppercase) are 
constant values that tell you how wide 
and tall your image is. Use them if you 
need to do any maths that depends on 
image size. For example X/2 and Y/2 
always give the image centre. valis a 
variation on the control sliders that 
enables you to set their range. 

Normally the sliders vary from 0 to 
258, but by using val you can map that 
range to anything you like. Here, it's 
used in combination with X and Y to 
scale the sliders so they always shift all 
the way across an image, no matter how 
big it is. If you were to use constant 
values you'd find that the amount of 
shift would never fit the image size — it 
would too big for small images, and too 
small for big ones. 

With just those basics you should 
be able to put together some variations 
on the filters you've already seen. Have 


Adobe supplies the Lights plug-in as a Filter Factory example. It looks cool, but it's perhaps not the 


easiest place for a beginner to get started. 


a look through the resources to find 
some manuals with more examples and 
detailed tutorials. 


Advanced filter design 
How do people like Kang and Harry 
get those extreme effects in their work? 
To go further you need to go beyond 
Filter Factory and use other tools. 
Pico’s Plug-in Commander is a very 
useful tool with which you can reverse 
engineer 86F filters that have been 


“How do people like Kang and 
Harry get those extreme effects 
in their work?” 


Boe te lee Se 
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This is merely a preview, but FilterFarm is capable of some outstanding textures. 
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created with Filter Factory, It doesn't 
work on more complex commercial 
plug-ins; those will remain forever a 
mystery. It can convert between 8BF 
files, AFS files, and Filter Factory's own 
FFL file type. 

The basic version is free, while the 
professional version includes a Batch 
mode so that you can convert whole 
swathes of filters at once. It also has a 
Text Export mode, which is useful fora 
more comfortable examination of 
various filter formulas and techniques. 
The Plug-in Commander website has 
literally hundreds of free filters in FFL 
format to download and play with. And 
as the icing on the cake, it can also 
produce filters in Adobe Premiere 
format, for video editing work. 

At this point you have two choices. 
You could try to master the Filter 
Factory language in detail, and pick 
apart the filters that other people have 
designed to see how they work. This is a 
valid approach, but there's quite a bit to 
learn so, it will take you a while. 
Alternatively, reverse engineer a batch 
of filters, load them into Filter Factory 
and start changing things at random. 
Change plus signs to multiply or divide 
signs, alter src commands so that they 
work on different channels, and so on. 

Even if you have no clue about 
what's happening, you'll be guaranteed 
instantly cool effects this way. If you 
save as you go, you'll have your own 
collection of exotic and creative 
custom filters in no time. You can 
find a couple of examples of random 
editing on this month's coverdisc. 


Resources 


[w]ourworld.compuserve.com/home 
pages/RHendricks/ffactory.htm 
Acollection of Filter Factory 
resources. There's a slant towards the 
Xara X editor, but some of the links 
aren't Xara-specific. 


[w] wwwats-vienna.com/graphics/ 
The home of Filter Formula. Try the 
free demo to find out more. 


[w] showcase.netins.net/web/ 
wolf359/plugins.htm 

Hundreds of filters in FFL format. 
You'll need a version of Plug-in 
Commander to use these. 


[w] thepluginsite.com 
The home of Plug-in Commander, and 
also the Plugin Galaxy range of filters. 


[w] www filtermeister.com 
See the FilterMeister laughing 
gnome, and try out the demo. 


[Iw] www.icnet.de/intL/funinfo.htmt 
Home of I.C.Net's Filters Unlimited — 
yet another filter creator and plug-in 
manager package, with a fine 
selection of supplied filters. 


[w] www.kees.cc/ffarm/ffarm.htmt 
The homepage of FilterFarm. 


[w] www.asan.com/users/ 
kangaroo/graphics.htm 

Kang's stellar collection of plug-in 
quirkiness, all created by Filter Factory. 


[w] privat.schlund.de/f/ 
filter-factory/fffilter.htm 

The Neology collection. Tools created 
with Filter Factory. A start for reverse 
engineering and further exploration. 


[w] photoshop.msk,ru/ 
‘The Amphisoft collection. A good 
advert forthe capabilities of 
FilterMeister. Some free plug-ins, and 
demos of commercial plug-ins. 


[w] privat.schlund.de/t/filter-factory/ 
FAQ, tutorial and definitive guide to 
getting the most from Filter Factory. 


On the CD 


DAW 2002 


The promotional materials for Digital Arts World 
2002 featured a crash test dummy ina range of 
different environments, themed by 3D, web and 
graphic design. Created by Swedish illustrator 
Andreas Lindholm, the crash test dummy figure 
appeared on posters, in advertisements and on 
the final showguide. 
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Inside the creative mind 


We set three leading illustrators a fictional brief — follow their 
thought processes and techniques, and witness three extremely 


different final images 


llustrators deal with briefs every day, ranging 
from the pedantically strict to the trustingly 
loose. Whether the piece ends up in The 
Guardian or New Scientist, all that we 
consumers get to see is the end result. What the original 
brief might have been, we can only guess at. How many 
roughs did the illustrator draw? Did the commissioner send 
it back for changes? How much were they paid? 

From the viewpoint of the commissioner, particularly 
with editorial and promotional materials, an illustration is 
as vital as the words. The process, from concept to 
delivery, is fascinating, and no single project is the same. 


For the purposes of this feature, we picked three 
illustrators — Daniel Mackie, Jason Arber and Domanic Li 
—and set them exactly the same brief. As the Digital Arts 
World exhibition was such a huge success this year, 
attracting in excess of 6,000 visitors, we decided to ask 
the three illustrators for an illustration that would convey 
the original idea behind the event in as inspiring, attractive 
and eye-catching a way as possible. 

Over the next 12 pages, you will see the results of their 
endeavours and discover exactly how they created their 
work, step by step. As for how much they got paid, well, 
that’s between us and them... > 


INFO Keep your eye on www.digitalartsworld.co.uk for more on 2003's scheduled events 


Digital Arts World 2003 


The brief 

Design an illustration for a fictional poster for this year’s 
Digital Arts World, along with a three-page tutorial on how 
you created it. 


The idea 


Three different illustrators approaching the brief in their 
own, individual ways. The finished product will be an 
illustration and a short tutorial on the creative processes 
behind it. It’s not just about the practical side of how you 
create your illustration, but how you decide upon the 
subject and style. 


The background 

Digital Arts World was held at the London Olympia in 
October 2002 and is scheduled for late October 2003. 
Digital Arts World is the new title forthe Computer Arts 
Live exhibition and is aimed at professionals, enthusiasts 


and students in the design industry. The show covers 3D 
art and animation, 2D illustration and animation, digital 
video, web design and graphic design. There's an entire 
floor of exhibitors showing off their creative hardware and 
software products and services, plus three stages 
featuring top speakers from within the industry, 


The commission 

We would like a dynamic and striking illustration for use on 
a poster that will communicate the nature of the show to 
the creative industry. The 2002 posters featured a crash 
test dummy — how would you improve on that for the next 
event? You can use whatever software you like forthe 
poster illustration, but bear in mind that, for the tutorial, 
the fewer packages you use, the clearer it will be for the 
reader. This website of the show for research purposes 
can be found at: [w] http://show.digitalartsworld.co.uk. 
The dimensions of the posterare 232x280mm. > 
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Inside the creative mind Tutorial 


Project 1: Digital Arts World poster 


This illustrator's style mixes 3D modelling, Photoshop work and traditional drawing, achieved with 
LightWave 7, Photoshop 7 and Painter 6 


llustrator Daniel Mackie has a unique, sketchy style that has 
featured in publications such as Arena, The Guardian and 
the Financial Times. When approached with the project, he 

" first worked up two sketches, both of which were quite 
different. The first was of a woman wearing a helmet covered in light 
bulbs. He wanted to use a simple head and shoulders shot to keep the 
design as clean and iconic as possible. The idea behind this 
composition was that it would be as multilayered as possible, to echo 


what was going on in the exhibition, with the light bulbs reflecting all the 
bright ideas that were bouncing around. 

The second idea was of a 3D fighter in the form of a blocky artist's 
model. The illustration would be simple but made of glass to refract and 
reflect everything around it. Daniel liked the idea of having objects in 
surfaces that you wouldn't normally associate them with, and thought 
the fighter character could strike some dynamic pose. Eventually, after 
consultation, Daniel started work on the ‘light bulb lady’. 


INFO You can contact Daniel Mackie on [e] daniel. mackie@btinternet.com and view his portfolio online at [w] www.danielmackie.co.uk 


The light bulb lady 


Daniel's style is unique: it's painterly and 3D, sketchy and organic. So how do you 
go about creating an image like his DAW poster? 


Load the file named lashes and copy and 


Load the girldrawing.jpg file from your cover 

CD into Photoshop. Make sure it’s RGB, then 
add a layer and call it Eyeshadow. Select the Paint 
Brush to give the image wet edges and set the size 
to about 16 pixels. Start to paint in the eyeshadow 
as above, using the Blur tool to blend the tones — 
do this with both eyes. 


4 | Open Painter and load the girldrawing file. 
Create a new layer and create slabs of colour 
with the Impasto turned on to add some texture. 
Build up the layers using a reasonably large brush, 
set to, say, 34. You can control the Impasto under 
Canvas>Impasto settings. Save as a Photoshop 
document, open in Photoshop, then merge all but 
the background layer. 


Copy and paste the eyeshadow file and click 
Filter>Texture>Texturizer, Set to Burlap, 
scale100 per cent, set Relief to 8 and the opacity to 
40 per cent. Now load the pupil file and place it so 
she's looking at you. Paint in a dark brown over the 
pupil to create the shadow of the eyelid, then mask 

and remove the part of the pupil you don't want. 


Again, open Photoshop and load lightbulblady. 
Paste in the painted layer and position this 
layer behind the eyes, as shown above. 


paste them onto the image. Position them, 
then reduce the opacity to 48 per cent. Copy and 
paste again and blur them, then reduce opacity to 
47 per cent. Create a layer underneath what you've 
done so far and paint in the whites of the eyes just 
as you did with the eyeshadow, then blur it a little 
as well. Save as lightbulblady. 


Create another layer and, using the Brush tool 

set to smooth, start to paint with the same 
flesh tones as the layer beneath. Work over the 
whole piece, varying the size of the brush and 
using the Airbrush to vary the texture. Don't cover 
up all the painted parts, especially around the 
mouth and nose. Save. > 
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The light bulb lady continued... 


Load chestline.jpg (on your CD) and position 
it onto lightbulblady. Then create a mask 
using the Lasso tool and fill the chest area - C:0, 


Load the file named girldrawing and make sure 
it's greyscale, then go to Select>Colour Range 
and click in the white area. Inverse the selection 


M:19, Y:20, K:0. Using the lines as a guide, select a (Select>Inverse), then copy and paste it onto 


rosy pink and Airbrush her cheeks onto a separate 
layer, adding some noise and reducing the opacity 
to 50 per cent. 


Open the numeric tab by pressing <N>, then 

go to Multiply>Lathe and, in the numeric 
tab, set the sides to 32. Press Enter so that you get 
an upside-down pudding bowl. 


FEW To make the light bulbs, there are two 
options: either create points by hand, then 
Create>Make Curve>Open curve, or use the 
Sketch tool as you did before. Click 
Multiply>Lathe, then Detail>Surface and type in 
‘Bulb’, Click OK. Copy and then paste the bulb 
into a new layer, go to Detail>Flip, then 
Detail>Surface, and type in ‘Bulb2’. 
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lightbulblady. On the Layers tab, click Lock 
Transparent Pixels and fill with C:18, M:44, Y:82, 
K:1. Position it over the picture and save. 


pi Click on the Detail Tab>Surface <Q> and type 
in ‘Helmet. Select the Polygon tool and select 
the polygons around the helmet that will form the 
band. Select Detail>Surface and type in ‘Band’. Set 
the colour to brown. Select Multiply>Smooth Shift 
and apply it to the top view. Now move it around 
until the polygons come away from the helmet. 


Cut the flipped bulb and paste it back into the 

original bulb layer, then Construct>Merge the 
points. Open the Surface Editor and enter the 
settings for bulb as Luminosity 95, Specularity 51.5, 
Transparency 93, Refraction Index 1.6; then, for 
bulb2, enter Luminosity 85, Specularity 51.5, 
Transparency 80, Refraction Index 1.0. Click 
Smoothing for both surfaces and you should then 
have realistic glass. 


To make the helmet, we now need to go into 

LightWave. Using the Sketch tool, 
Create>Sketch and draw one half of the helmet. 
Use the Points tool to adjust the curve. 


12 Now click Modify Tab>Magnet, hold down the 
Apple key, and in the left view draw a circle to 
about halfway across the helmet. Let go of the 
Apple/Ctrl key and drag down until you create the 
look you want. You can shape the helmet in this way 
by changing the extent of the magnet's influence. 


Make the filament by choosing Create>Sketch 

and drawing the filament shape. Show the 
bulb in a background layer to get the size exactly 
right. Add a new layer and click Create>Disc to 
make a very small disc. With the filament in the 
background, place the disc at the starting point of 
the filament sketch, then click Multiply>Rail Extrude 
and set to Automatic. This should extrude the disc 
to form a solid wire filament. 


Now it's time to create the screw-in base 

holder. Choose Create>Disc and open the 
Numeric panel. Set Y to 3, draw the disc, then select 
the points at the top and click Modify>Size. Create 
another disc in a new layer and use this to 
Multiply>Boolean Subtract two holes for the screws. 


19 | Open Layout and choose File>Load Object to 
load helmetlightbulbs.lwo. Open the Surface 
Editor and click on helmet. Click the T on Colour 
and set Layer Type to Procedural Texture. Set this to 
Fractal Noise and Texture Colour to 094 070 120, 
then scale to X:20m, Y:209mm, Z:0. 


Into Photoshop, load both lightbulblady and 

your rendered helmet. Cut out the helmet 
from the background (the tiles are just to enhance 
the light bulbs) and composite the two images 
together. You may need to re-scale the helmet. 
Draw a lasso around where the face and the helmet 
meet, delete where the helmet shouldn't show, then 
save this mask (Select>Save Selection). Ina new 
layer, Airbrush in a shadow under the rim 


Create two more discs for the base of the bulb, 

giving them different surfaces. Make one of 
them brass. Select the layers of the bulb you want, 
leave out the curve for the filament and the Boolean 
disc, then cut and paste into a new layer. 


Still working on the helmet, add two more 

layers in the Colour Texture Editor, one at 50 
per cent and the other at 17 per cent. Make the 
texture colours pink and green. Click Use Texture, 
then click <T> for the bump. Use three layers: 
Fractalnoise, Turbulence and Dented. 


Select the light and place it just right of the 

camera. Open the Lights panel, click Global 
Mlumination and set it to 0 per cent, then close the 
panel. Back in the Light Properties box, change 
Light Type to Point Light, make the Light Intensity 
150 per cent and change the Intensity Fall Off to 
Linear. Drag the arrow on the right until the circle 
around the light resembles the grab above. Add two 
more Point Lights with 50 per cent intensity and, 
with Linear Fall Off. Position as shown in Step 20. 
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| 18 | Position the light bulbs over the helmet, 
leaving a space at the front; position them 
across the top like a mohican. Next, position them 
on one side and use Multiply>Mirror to create the 
other side. Create a box in a new layer behind the 
helmet. Create a surface and call it background. 
Open the Surface Editor, under Colour click the T 
button, go to Texture Type>Load Image and select 
tiles.tga (on the CD) at Automatic sizing. Apply 
along the Z axis and scale to suit, then save as 
helmetlightbulbs.lwo, 


22 Open Items>Scene Editor and link all but 

the background layer to the helmet. Rotate 
it 32.6 degrees, then edit all the other surfaces to 
your preference. In the Camera panel, set the 
resolution to 4096W, 3072H. In the Render 
panel, click Realistic, then click all the Raytrace 
boxes. Now render. 


Final Step 


This should be the finished piece. The combination 
of 3D and 2D elements work well together, while 
the crisp 3D helmet is made even sharper-looking 
because the face is of a rougher texture. As a result, 
the face looks more painterly and we've achieved a 
good contrast. 
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Project 2: Digital Arts World poster 


Inside the creative mind Tutorial 


Jason mixes Barbarella and Farrah Fawcett for a modern illustration, using Illustrator's vector tools and 


Photoshop's layer blending modes 


-—~ q igital Arts World is a hugely popular event where people There are few images as engaging as the human figure, so that formed 
a ' i p and technology interact, and creating a new poster forthe Jason's starting point. And even though the brief didn't require any 
} event presented a few tricky problems for Pixelsurgeon's typography, Jason's obsession with type meant that he couldn't resist 
- i Jason Arber. “It's very easy to fall into the trap that a creating custom type for the illustration. This led to something not 
: technology event somehow needs a pseudo-futuristic image, such as normally seen in tutorials (and the bane of every jobbing illustrator’s 
angular shapes and binary ones and zeros,” recalls Jason. “But rather life), taking a creative wrong turn. Jason explains: “I thought it was 
than make the image about technology, | would rather demonstrate the important to demonstrate that even professional artists sometimes get 
technology with an arresting image.” it wrong: the trick is recognising the fact and getting back on track.” 


INFO Contact Jason Arber on [e] jason@pixelsurgeon.com, and find out everything you need to know about him at [w] www.pixelsurgeon.com 


From kitsch to contemporary 


When we set Jason the DAW brief, he went for a bold, retro and colourful image. 


Here's how it's done 


First, sketch out what you want to achieve. 
There's no need spending a long time on this 


part, but it's useful for getting the composition PR Time to start creating the graphic elements for 
sorted and deciding what graphic elements you'll the composition. Using a few geometric 
need to create. If your sketch is extremely detailed shapes, experiment with creating simple characters 


and accurate, you may want to scan it in to place in in Adobe Illustrator: the circles hint at a slightly 
the final Photoshop document, to assist laying out kitsch typeface, which is in keeping with the 
the graphic parts. Barbarella theme. 


So it's back to the drawing board... This time, Expand the basic shapes to create new 

the glyphs are thicker and designed more characters. There's no need to create an entire 
simply. I've retained the round feel for a slightly alphabet, just the letters you need. Use the Scissor 
geometric look. You can give the paths rounded tool and the Pen tool from the Tools palette to add 


caps by using the Stroke palette (Window>Stroke). and subtract parts. 


In this example, the resulting typeface is 

interesting, but it still doesn't feel quite right; 
the characters are a little too thin and fussy, and 
something much more substantial is required for an 
event such as Digital Arts World. 


The 'S' character provides an opportunity to 

create an eye-catching glyph that will give the 
text some personality. Use the Scissors tool to snip 
away unwanted portions from two positioned 
circles, then use the Join command 
(Object>Path>Join) on selected anchor points from 
each circle to create a single S-shaped path. > 
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From kitsch to contemporary continued... 


[7 | Position the finished words and copy them to 
the clipboard. Substantially increase the path 
weight of the characters and outline the stroke 
(Object>Path>Outline Stroke). Select all the 
resulting shapes and unite them using the ‘Add to 
Shape Area’ command from the Pathfinder palette 
(Window>Pathfinder). Paste the copied words 
directly on top (Edit>Paste in Front) and change the 
path colour to white. Drag the bottom of the black 
keyline shape down and trim with the Knife tool 
from the Tools palette. Save the file as text.ai. 


Using the Selection tool (the solid arrow 

from the Tools palette), select each shape 
and fill it with a colour sampled from the 
underlying image (pressing Shift enables you to 
take colours directly from a photograph). With 
only a few colours, you can create a convincing 
impression of light and shadow. 


Leave reality behind for the hair and add wavy 

locks with a few flourishes of the Pen tool. Use 
as few anchor points as possible for smooth flowing 
curves. Copy successful locks and shrink, twist and 
flip them to create new curls using the Rotate, 
Reflect and Scale tools from the Tools palette. 


Insight : Copyright 


Although you might assume it’s okay to scan an image from a magazine or 
find a picture with Google's image search and use it as the basis for a traced 
image, think again. The image you're using is probably copyrighted and the 
owner could take legal action. To avoid such thorny issues, take your own 


photographs to use as your source material. That way, you can be sure you 
get exactly the shot you want. 
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Next, create the central figure. For this, it really 

is best to use a digital camera - that way you 
can take a picture of your volunteer and pose them 
more easily. In Illustrator, place the photograph into 
a new layer (File>Place) and lock it by toggling the 
lock icon in the Layers palette (Window>Layers). 


Create new layers for the lips, teeth and eyes. 

Using this technique enables you to turn the 
layers temporarily invisible by toggling the eye icon 
in the Layers palette. In this way you can check the 
underlying photograph to see how you're doing. 


Create a final layer for the curls of hair falling 
over the shoulder. Don't worry if the colours 
look slightly off, as you'll be using Photoshop's layer 
modes to apply tints to the image when the final 
illustration is composed. Save the file as figure.ai. 


Ej Create a layer for the face (click the Create 
New Layer icon at the bottom of the Layers 
palette) and rename it by double-clicking on the 
new layer. Using the Pen tool from the Tools palette, 
sketch out solid areas where the tone or colour 
seems to change. It's best to use no fill and a bright 
keyline so you can see what you're doing, 


Use a radial gradient for the eye colour. 
Create your own blends by dragging colours 
onto the bar in the Gradient palette 
(Window>Gradient). Drag the small triangles under 
the bar to adjust the colour start points; Option- 
dragging a triangle will drag a duplicate of that 
colour, which you can then change to anew colour. 
Make sure you include the glints in the eye, which 
help make your image come alive. 


Before leaving Illustrator, create some more 

collateral for final composition. Using the 
Ellipse Tool from the Tools palette, create some 
overlaid circles in colours at the pink, purple and blue 
end of the spectrum. Save the files as circle01.ai etc. 


yoo. 
For the background texture, create a pair of 

circles: one small and one large, centred on 
each other. Select the Blend tool from the Tool 
palette and Option-click to bring up the Blend 
Options, From the Spacing drop-down menu, choose 
Specified Steps and a value of 5, then click an anchor 
point on each circle and the space between them will 
be filled with concentric circles. Group and Option- 
drag the circles to start building a row of circles. 


Place the figure in the Photoshop document. 

From the top of the Layers palette, choose 
Overlay from the Layer Modes drop-down menu in 
order to ‘ghost’ the image onto the background. , 
Duplicate the layer to increase the effect, then copy 
it again, this time using a Multiply layer mode. 
Create a colour wash for the figure by adding a 
new layer above it, filled with blue, Option- 
clicking between the two layers so the figure acts 
as a mask. Change the layer mode to Colour with 
70 per cent opacity. 


Insight : Shortcuts 


Used in moderation, Photoshop's built-in filters can be a useful addition to 
an illustrator’s toolbox. For example, the noise filter can be invaluable for 
smoothing out banding or simulating film grain. But heavy-handed use 

can make your illustrations seem amateurish, particularly using the lens 
flare, block extrusion and find edges filters. If you feel your illustration is 
going to benefit from these filters, it's probably time to try a different image! 


Fray Once you've completed a row of circles, use 
the Horizontal Distribute Space option in the 


Align palette to make sure all the circles are exactly 


the same distance apart. (If you can't see the 
Distribute Spacing option in the Align palette, 


choose Show Options from the fly-out menu at the 


right of the palette.) Group the row and repeat 


vertically, spacing with the Vertical Distribute Space 


option, Save the file as background.ai. 


Start placing the circle files and other textural 

files you may wish to add around the base of 
the figure, using Screen, Overlay and Hard Light 
layer modes to matte the graphics into the image. 
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Open Photoshop and create a new document 
(File>New) that's 232mm wide by 280mm 
high at 300dpi. Using the Gradient tool from the 
Tools palette, create a few purple-to-white gradients 
by dragging the tool across the image. Render the 
Illustrator background by placing it in the Photoshop 
document (File>Place). Photoshop gives you the 
opportunity to resize the background before it 
finally renders it, so make sure the background 
bleeds off all sides before hitting the Return key. 


21 Add the text by placing it into the image. 
Resize the text before rendering it (hold 
down the Shift key so that it doesn’t distort) and 
make sure it bleeds off the bottom. To ensure 
that the blending modes of the other layers don't 
affect the text, drag the text layer to the top of 
the visible layers. 


Final Step 


The final image has made use of some kitsch 
elements as a starting point, but the result is an 
immediate, contemporary illustration. The use of 
custom type on a strong black background and 
limited colour range creates focus, while the 
slight angle to the verticals gives the image some 
vital dynamism. Just what you need for a Digital 
Arts World poster. 
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Project 3: Digital Arts World poster 


Illustrator Domanic Li has been working in the digital arts field since leaving college. Here, he gives 
us a detailed insight into how he created the third of our featured illustrations using Illustrator 10, 
LightWave 7.5 and Photoshop 7 


Domanic Li 


s soon as he'd finished reading the brief, Domanic began After discussing the ideas with us, we approved the first one. It was at 

brainstorming the ideas he wanted to communicate. this stage that Domanic decided to create the illustration using a 

Because it had to be a poster design, he wanted to create combination of 2D and 3D software, namely Illustrator, LightWave and 

something eye-catching and colourful, that would also Photoshop. To his credit, Domanic always likes to create an illustration 
communicate elements of various aspects of computer art. He made a ina completely different way each time, rather than simply falling back 
number of sketches, and from these developed two main ideas. He then ona expedient but limiting ‘style’. This method allows him much more 
scanned in these drawings and emailed them for feedback. flexibility when he is creating new pieces. 


INFO Domanic Li is represented by The Organisation illustration agency. [e] organise@easynet.co.uk or go to www.organisart.co.uk 


Vector meets 3D 


Domanic worked on vector images, then generated 3D elements in LightWave, 
created surfaces and textures, and put everything together in Photoshop 


First, open a rough drawing in Illustrator Py Now use the Pen tool to create a wavy Produce a spiral using the Spiral tool, then 

and then turn it into a template to use as a band, then copy and manipulate it to create copy, paste and resize it to create another 
trace image. Open the file caliverough1 jpg from the other two shapes. Copy and paste the shapes spiral. Join the ends of these together using the Pen 
your CD and use the Layers palette options to into anew file, then save it as an EPS file to tool to create the spiral background shape. Again, 
turn it into a template. import into LightWave. save this out as a separate EPS file. 


Draw a vertical line in a new file, then rotate 


and copy it to create radial lines. Select these In anew file, create a grid of small circles using Create icons and shapes using a combination 
lines and twirl them with the Twirl tool. Give these a combination of Alt-dragging a circle and of Shape tools, the Pen tool and the 

lines a stroke weight and colour of your choosing, _using the Transform Again function (Command+D). _ Pathfinder palette. Apply stroke and fill settings of 
then save as an Illustrator file. Apply Stroke settings and save as an Illustrator file your choosing before saving as an Illustrator file. > 
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Vector meets 3D continued... 


Time to sort out the 3D elements. In LightWave 


Modeler, create a box. You now need to copy 
and paste the box into another layer. Scale the copy 
down and smooth-shift the sides separately. Boolean 
this shape away from the original box. Finally, give 
the resulting shape a new surface. 


In a new object file, import and extrude the 

bands. Use Booleans to cut diagonal shapes 
from them, then give the separate bands individual 
surfaces, Resize the bands and reposition them, 
before saving as bands.Iwo. 


Fey Now on to creating the surfaces and textures. 
In Photoshop, create a gradient and save as a 
Targa file (bandcolour1.tga). Domanic used the same 
file to generate the texture files for the other two 
bands and saved them out as bandcolour2.tga and 
bandcolour3.tga — you'll find these files on your CD. 


Insight : From paper to pixel 


When Domanic starts a new project, he always approaches it using pencil and 
paper, even though all his work ends up being produced digitally. He is a firm 
believer in manual drawing skills, coupled with a mastery of the software 
involved. “As an illustrator, my job is to be able to communicate visually, even at 
the rough stage, so | need to be able to draw up my ideas as clearly as possible 
so that the client has a good idea of what they are going to end up with.” 
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In anew layer, make a sphere, then copy, paste 

and revolve, creating the orbs surrounding the 
cube. In another layer, create four circles, then 
extrude to create the lines. Copy, paste and rotate 


these lines into position, and name the orbs’ surfaces. 


Next, import the spiral.eps file into LightWave. 

Slice this polygon up into squares by solid- 
drilling rectangles in a background layer. Use the 
Magnet tool to pull the spiral into a 3D shape, 
before saving as 3d_spiral.lwo. 


The spiral background texture was made up of 

the twist.ai and spots.ai files (on the CD). From 
here, layer these images over a gradient and apply 
the Radial Blur filter as shown. Save a copy of this 
file as spiral_texture.tga. 


Insight : Get organised 


To create this curved arrow, import the 

arrow.eps using the Import EPS function. Take 
the imported polygon, then extrude and manipulate, 
finally saving it as curved_arrow1 lwo, Save it as a 
single file so you can clone it later in Layout to make 
positioning easier. 


At this stage, you need to load all the object 

files into LightWave Layout. Only now can 
you configure elements such as position, lighting 
and camera views. Use the Camera Properties panel 
to set the render dimensions. For more information, 
refer to the ca_live.lws on your CD. 


Back in LightWave, Domanic applied the 
textures by opening the Surface Editor and 
choosing a surface name. Open the Texture Editor 
for the colour channel by clicking on the T button. 
Use the Load Image button to apply the relevant 

texture with a Planar setting. 


To make a project easier, it's best to get a job organised right from the start. 
To this end, Domanic always creates specific folders for Illustrator files, 
models, textures and so on, to help him find specific files more easily. This is 
particularly important when using LightWave, as you can then set the 
Content Directory, where LightWave looks for all the objects and files used 
ina scene. Set the Directory using Layout>Options>Set Content Directory. 
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Apply the same process for the bands and the 17 You can now texture all the other elements Using the Camera Properties panel, you can 

background spiral. Next, you can load the 17 | using the basic Texture controls in the Surface now adjust the render dimensions and anti- 
background spiral image as a backdrop by using the _—_ Editor, such as Colour, Specularity, Transparency and _ aliasing settings. In Render options, turn on 
Compositing button on the Scene tab. (The resulting so on. At this point, Domanic sent a test render tous Transparency, Shadows and Reflection, then render 
files can be found on your CD.) so that we could see how the job was shaping up. the file and save it as a TIFF. 


Open the final render in Photoshop. To add 


2 A stronger lens flare effect is needed, so 


dynamism, duplicate the background layer, Open caliveshapes.ai and drag it into the create a new layer, fill with black and set it to 
apply Radial Blur, then mask it. Select the orbs, then existing file, then set the blending mode to Screen. Run the Lens Flare filter on this layer, then 
copy and paste into a new layer and reposition. Luminosity. Apply a dropshadow to the layer, then reposition and mask it. Reduce the opacity of the 
Apply a Radial Blur and mask to this layer. duplicate. Apply a Radial Blur and mask to this copy. —_Lens Flare. 


Final step 


To add more colour to the illustration, create a 
Hue/Saturation adjustment above all the other 
layers. Layer mask this to give the appearance of 
light coming from the cube in the centre of the 
image. Finally, flatten the whole file and save. m@ 


Insight : Big ideas 


When coming up with ideas for illustrations, Domanic takes what he calls a 
‘shotgun approach’, which is coming up with as many ideas as possible in a 
short space of time. Starting off by writing keywords of the things he wants to 
communicate, he then draws small thumbnails. From these roughs, he selects 
one or two of the best ideas and then draws them in detail at a larger scale. 
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Psychedelia 


Tired of churning out multi-layered early 
90s-style, space-age noise? Then introduce 
some swinging 60s psychedelia... 


lient demand is always shifting, 
as it meanders through 
emerging trends. One of the 
styles in vogue right now is retro 
chic: a backlash against the faceless, flat- 
coloured, monotone vector style; against the 
shiny, cyber-fuelled age of polished 
illustration. Clients are relentlessly looking 
for something different to your scratchy, 
layered Photoshop illo. And they want 
something that's funky, fun and bright. 

In this tutorial we'll peek under the hood 
of an illustration that is exactly this: a 
Charlie's Angels-stylee Photoshop 


Artist 


Pixe 


flashback. We'll dissect the working method 
behind it into techniques that you can apply 
to your own work. What you will discover is 
that some of the most effective illustration 
work is, in essence, a simple creature once 
it's broken down into its component parts. 
Style is how you wear, not what you wear. 

Be prepared to let down your guard and 
work quite speedily, all the time rolling with 
the inevitable mistakes. We'll even go old- 
school in Part 3, encouraging you to doodle 
around with marker pens. For this tutorial 
meanwhile, our advice is to forget about 
the History palette... > 


Files on disc 
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Part 1: Back to basics 


Our image will begin with a photograph — take your pick from 
the selection on our cover CD, or choose one of your own... 


RGB mode 


Instead of working in CMYK 
mode, work in RGB with CMYK 
Preview mode turned on at all 
times. I's not 100 per cent 
accurate, butit will save you 
time. Provided that your monitor 
is calibrated correctly, what you 
see on screen is what you'll get 
upon printing, Forillustration 
work of this nature, it's an 
acceptable way of working 


We've provided three images for you to 

choose from. They were taken with a Nikon 
880, but any camera will suffice. Alternatively, use 
your own digital image or just scan in a photo, 


Desaturate, then select the Polygonal Lasso 

tool and cut around your subject. There's no 
need to create a work path, unless you're intent on 
doing so, and the resulting angular edges (a result of 
this rough cut-out process) are part of the style. Just 
make sure that you set the tool to Anti-alias. 


Use Auto Levels to bring some much needed 

contrast and definition to murky photographs. 
No other image correction is needed, so there’s no 
point going crazy with the Rubber Stamp tool unless 
your subject looks like the Elephant Man. 


Create a canvas measuring 295mmx225mm 
(width by height) at 300dpi with a white 
background. This will be your main working area. 


3 Resize the image from 72 to 300dpi. Don't 
worry about the inevitable image artefacts, 
because it's not a problem here. 


Go back to the photograph and invert the 
selection (Apple/Ctrl+Shift+!). Delete the 
background to white, then crop to the edges of the 

figure to reduce file size. Increase the contrast 
somewhat as this will aid the next stage, which is to 
leave Photoshop and open Adobe Streamline or 
your chosen vector application. Save the file. 


Part 2: Strange shapes 


The next stage involves importing bits and pieces into your favourite vector application - 
if you don't have access to a vector app, you'll find the EPS file on your cover CD ... 


Photoshop vectors 


Photoshop 6.5 was used for this 
tutorial, butif you're using version 
Gor7 you'll know that it deals with 
vectors as follows. Shapes are 
predefined vector shapes, loaded 
into Photoshop-like brushes. 
These can be dragged onto your 
artwork and resized at will, as they 
use a vector layer clipping path. 
You can paste vector atworkand 
save tas paths, orallow 
Photoshop to rasterise from the 
off The first two methods enable 
you to save paths only (any colour 
orfillinformation is lost) Only in 
the Rasterise option can you keep 
the colours, graduations and line 
weights from Illustrator or 
FreeHand. This is what we're doing 
with version 55. 


Open your preferred vector application and 

convert the bitmap image to paths. Streamline 
is custom-built for this very purpose, so if you have 
the app, use it as the middleman before firing up 
Illustrator or FreeHand. The same effect — a sort of 
black and white woodcut relief - can be easily 
achieved in Illustrator, but will require more time. 
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Play around with the Conversion settings. 

Streamline can be pretty random, but you're 
not aiming for perfection. As long as the figure 
retains some definition, you'll be fine. You can 
always use Illustrator or FreeHand to tidy up. Don't 
worry about Streamline creating a million messy 
paths, as everything will be returning to Photoshop. 


Despite your best efforts, you may discover 

that you're unable to coax Streamline into 
producing a satisfyingly solid or legible shape. Play 
with varying degrees of Contrast and Level effects in 
Photoshop. You need to achieve the sharpest result 
with as little midtone as possible. One option is to 
add a five-pixel stroke around the outside edge of 
the selection. This will guarantee the figure's outline. 


Scaling down 


Dorit decide on a final size for 
your figures at this stage, unless 
you're absolutely sure or have a 
page design to work around. As 
{ong as you're working within the 
edges of your canvas, you'll be 
fine and can always scale down 
{ater in relation to other elements 
of the piece. Basically, go with 
whatever looks or feels right. 


The doodles... 


Ifyou spent all your money on the 
latest version of Photoshop and 
found yourself three quid short of 
a scanner, the pattern doodles 
are on the covercd in both raw 
scan and vector versions. 


Colour vigilance 


When using the Colour Picker to 
‘choose a Hue for adding scratchy 
brush marks, be sure to hide any 
overlapping Soft Light duplicate 
layers. I's easy to miss a minor 
colour discrepancy on a monitor, 
which may well be glaringly 
obvious in print. The idea is to let, 
loose, but keep an eye on things, 


Improvise 


Just carve into the shapes using 
whatever tool comes to hand. If 
you're afraid of making mistakes, 
simply duplicate and hide the 
layer. Of course, you have the 
History feature, but as invaluable 
as this can be it's easy to get lazy. 


Part 3: Free your mind 


Next, we'll throw everything at the wall and see what 
sticks. In this case, it's what you don't do that counts... 


a es 

Bring the vector file into Photoshop and 

rasterise. You'll discover that part of the layer 
may be filled with white, especially if you added a 
keyline by using the Stroke option earlier. One extra 
thing to bear in mind at this stage, is the larger the 
rasterised import the more leeway you'll have with 
positioning and general composition. 


Change the original black and white main 

layer to Soft Light, then duplicate. Duplicate 
the filled layer, then Apple/Ctrl-click on the copy to 
select the outline. Pick two colours (whatever you 
fancy, as long as they're not from the same hue as 
the original fill) and create a vertical gradient to fill 
this outline. Ensure that the two black and white 
Soft Light layers are above this gradient layer. 


Tay Now, whip out a marker pen and have a 
doodle. Draw whatever you like, providing 
that it’s in keeping with the overall style of the 
image you're creating and can be used as a pattern. 


Drag the black and white vector file (now a 

-psd) onto your canvas. The photograph layer 
can be used as a guide later, so bring both down to 
an equal size by scaling numerically. It's not 
important to be exact, and you may wish to discard 
the photo layer completely; it's not essential. 


Merge the layers together (but leave the original 

block fill layer intact for later). This in itself 
requires a degree of confidence, especially if you're 
used to keeping all layers available when working — 
you can do it all again if you make mistakes. 


Adjust the Level sliders to remove any 

unwanted noise, save and open in your vector 
application in order to convert to paths and add 
colour fills, then go back into Photoshop. 
Alternatively, add colour fills in Photoshop by 
Apple/Ctrl-clicking on the layer and repeating the 
previous steps for adding fills and effects. 
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Hide the photograph layer and duplicate the 
vector layer (which we'll refer to as the main 
layer). Hide the original main layer, Ctrl-click on the 
copied layer and fill (100 per cent opacity) with a 
colour of your choosing. Now bring the original 
main layer to the top and make it visible. 


15 At this stage, the layer may be a bit rough 
around the edges. To remedy this, choose 
Select>Modify>Contract and do so by one or two 
pixels. Then go to Select>Feather and do so by the 
same amount. Invert the selection (as in Step 6) and 
trim the fat by hitting Delete. 


Drag the doodle file onto the main canvas, 
then open up shape.eps (on your cover CD) 
and drag this anywhere onto the canvas. > 
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Part 3: Free your mind, continued... 


Be individual 


Bring in layers from previous 
images that you have created to 
add shapes and textures. Not all of 
the elements of this illustration 
are onthe cover disc. If you're 
simply attempting a carbon copy 
of what you see here, you're 
missing the point. 


Cropping for speed 


Itmay sound like the most obvious 
thing in the world, but as you add 
more layers, your canvas will 
‘gradually take on weight. Huge 
files slow you down and break up 
your workflow, 50 be sure to 
occasionally select the entire 
‘canvas and crop. Some layers with 
Soft Light effects may float off the 
edge without you noticing, You 
can't keep track of everything so, 
as long as everything looks like it's 
within your work area, crop to 
save, 


ey Bring the original block fill, figure layer back 

and offset it behind the main figure layer. Don't 
worry about the colour scheme being all over the 
place, as you'll bring everything into line later. After 
you've created the figure shadow, position the 
shape layer behind it (wherever looks good). 


Duplicate 


Auseful trick is to duplicate 

a layer, then work on the duplicate 
with the Eraser tool with soft edge. 
Wipe out various sections to 
achieve more dramatic graduation 
effects over specific areas. Just 
Use the Colour Balance to bring 
your overlaying layer into ine with 
the one beneath. 


Always subtract 


A successful illustration is one that 
does the job with the leastamount 
of fuss. Betterto spend more time 
taking elements away from the 
final image than you did adding 
them in the first place. Treat the 
image just as you would a real 
canvas; ust throw everything you 
have at the wall. Then spend most 
of yourtime deciding wha to leave 
out. 


BEY Create another layer and use the Elliptical 

ml Marquee tool to draw a simple circle, filling 
with a solid colour (the same colour that you chose 
for the doodle colour fills). Duplicate the doodle 
shapes a few times and then arrange them around 
the solid circle fill. 


ppg Time to add some gradients. If over-used, 

meal they're ostensibly cheesy and dated, but we're 
deliberately going for that cool, retro look. Still, use 
them sparingly. Simply choose your layer and 
experiment. You'll often find that a completely 
different colour scheme will be more suitable. 
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Duplicate the shape layer, and Apple/Ctrl-click 
to fill with a gradient. Play around by 
multiplying the layer many times and applying 
various layer effects. There are no definite rules 
here, provided that the overall composition works. 
No two illustrations should look the same. 


23 Inevitably, the happy accident will rear its head. 
As you're duplicating away, adding various 

frills to your shapes, you'll find that a particular layer 
may sit quite nicely behind the head of the figure, for 
example, or the edge of another shape will create an 
unexpected feature on the other side of the 
illustration. This is what it's all about. The idea is to 
play around until the illustration has weight and 
balance. As vague and non-committal as this may 
sound, there's no other way to get it looking ‘right’. 


The only other thing to do now is keep 
building and adding effects and shapes, and 
take elements away if things get too crowded. You 
don’t want to overdo it. The background can also 
be extended as far as you like, depending on the 
context of the final image 


PY f you feel inclined, go for some scratchy 

all effects using an anti-aliased brush set to about 
six or seven pixels in diameter. Be sparing — too 
much and you'll be on a train to Gimmick Island, 


Bring some of the doodle layers to the top to 

mae add a sense of depth. You're not going for a 
3D look, but the image will end up looking lifeless if 
everything appears to be on one level. 


The last stage is to bring things slightly more 
into line, colour-scheme wise. Use your 
judgement. A good trick is to copy the canvas, then 
flatten the copy and invert. Drag the copied canvas 
back onto your original as a separate layer (ensuring 
that the positioning is exact). Add a hue or colour or 
the often-misunderstood Difference effect (which 
may give you a nice pseudo keyline). This calms 
things down a touch. If your illustration is suddenly 
a different beast, that’s a good thing. ll 


Poptastic 


pictures 


Pop Art and popular culture are all around 
us. Learn how and where to find those 
all-inspiring nuggets from the past, and 
what they can offer the designer and 


illustrator of today... 


othing in art is new — it’s 

all just reinvented. Just as 

pop music plunders its 

own back catalogue, and 
Pop Art plunders lo-tech advertising, 
you too can find sources of inspiration 
from the mundane... 

Andy Warhol recognised the 
beauty ina tin of Campbell's soup and 
Roy Lichtenstein made the humble 
comic book a thing to behold. Now, 
nearly 40 years later, Pop Artis still 
big news. Warhol's exhibition at Tate 
Modern two years ago opened to 
record attendance. Lichtenstein's 
death in 1997 had also fuelled an 
increase in all things Pop. 

The images and icons that Pop 
took inspiration from are still around. 


From cheap comic books and 
consumer magazines printed in the 
50s to the illustrated encyclopaedias 
of the 60s, these items can be picked 
up for small change. 

In this feature, we follow the lead 
of Pop Art meister, Lawrence Zeegan, 
who has been commissioned to 
provide artwork for many high-profile 
publications and organisations. > 
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Bargain hunting 


Visiting car boot sales, collecting things and 
partaking in seriously organised archiving 

— these somewhat geeky-sounding activities 
are all essential if you're serious about 
creating pop art-style illustrations... 


he world is still shrinking at 
T an incredible pace. Since 

1967, when Marshall 

McLuhan first coined the 
term ‘global village’, we have witnessed 
some major advances in travel. And the 
breathtaking developments in 
information technology — from the first 
humble PC to the Internet, email, 
mobile communications and beyond — 
have stretched our technological 
horizons in ways which would never have 
been thought possible a few decades 
ago. In terms of technology, it often 
seems more of a case of the ‘global 
backyard’ than the global village. 


Just what did we do before computers? 
Well, as commercial artists (now known 
as illustrators), we painted and we drew; 
the skills involved pencil, pen, ink, 
brush and paint. 

By 1967, Pop Art was in full flow in 
New York, with artists such as Roy 
Lichtenstein and Andy Warhol, while in 
London, Peter Blake was one of the 
chief exponents. These artists took 
from ad campaigns, popular culture and 
the work of commercial artists, turning it 
into art. Having been a commercial 
artist, Warhol knew the score. 

Pop Art was larger than life, Huge 
canvases depicting movie stars, cola 


Commissioned by FMX magazine for the cover, Lawrence Zeegan's illustration reflects on post-11 
September plans by the US business community to ensure stability in the event of a disaster. 
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A feature about Formica for Elle Decoration magazine, illustrated by Lawrence Zeegen, takes acue 
from 1950s home decorating magazines and the ‘amazing’ claims in the captions. 


bottles, burgers, soup cans and cheap 
comic imagery were influencing the 
fashion and design worlds. The urban 
world that had surrounded and 
influenced these artists was made 
fashionable and sold right back. 

Commercial artists, meanwhile, 
were busy working. Newspapers and 
most magazines were predominantly 
printed in black and white, so the 
demand for line drawings was huge. 
Publishers of books could not afford to 
reproduce photographs, so they used 
artists to produce their images 


instead, too. As a result, colossal 
numbers of amazing illustrations were 
created during this period. 


Good clean fun 


So why the art history lesson? Well, this 
is where you come in. Many of these 
images still exist and many are out of 
copyright. Of course some of 

the worst examples 

have ended upin 


copyright-free {> 
ia\ 


Lawrence produced this image as a limited-edition digital print for an advertising agency to give 
to their clients as a gift. Elements of scanned imagery have been combined with vector drawing 


to create the artwork. 


This retro-stylee image was created using a combination of found and drawn images, with the bold, flat colours so 
loved by many pop artists, It's a ‘business to business’ illustration, commissioned by a London-based design group. 


clip-art archives, but some of the best 
are still out there for the taking. 

Car boot sales, second-hand 
bookshops, flea markets, jumble sales 
and charity shops are all likely places 
to pick up some great images in old 
magazines and books, if you have the 
time, inclination and stamina, It takes 
some really dedicated hunting, but this 
is the only way that you will be able to 


Lawrence re-drew a photograph that he saw 
on the side of a truck in New York's city meat 
market area for this illo, commissioned by 
‘The Guardian for its restaurant reviews. 


find the kind of images that could grace 
a great Pop piece. 

Only once you've embarked on 
your mission to find the Holy Grail of 
black and white line drawings will you 
understand how all-encompassing the 
pastime can be. If you really get the 
bug, then searching, scanning and 
sorting your growing collection will 
start to take up more of your life than it 


Another of Lawrence's illustrations, again for 
The Guardian (The Guide) this incorporated 
an old line drawing of a juicer, redrawn and 
placed alongside a symbol of an orange. 


| 


perhaps should... but that’s really the 
whole fun of it. If you ever collected 
bubble-gum cards as a kid, this is the 
grown-up version — only in this case 
there are more than 48 to collect to 
make the entire set. 

Probably the biggest single 
collector of this line art is Charles S 
Anderson. Based in Minneapolis, 
where the stuff apparently grows on 
trees, Anderson has collected so much 
that he started his own company to 
market his digitised collection of 
10,000 images. The archive spans 
images from the 1920s through to the 
1970s. He estimates that it took eight 
years to re-draw the illustrations, 
involving dozens of artists, tens of 
thousands of hours and gallons of India 
Ink. View some samples at 
[w] www.csaimages.com. 

Steven Heller is the foremost 
authority in the USA on the history of 
graphic design, and is Editor of the 
American Institute of Graphic Arts’ 
Journal of Graphic Design. Referring 
to Anderson's archive, he said: “This 
is either the largest collection of 
vernacular line art ever assembled, ora 
whole lot of crummy little drawings.” 
Don't let comments such as these put 
you off your foraging, though. Because 
bringing these nuggets of joy into your 
own design and illustration projects 
really is good clean fun. 


Creating an archive 

So what to do with the raw material? 
You've been out and gathered the 
crucial items at every car boot sale this 
side of the Channel and now need to 
create your own archive. 


Poptastic pictures Feature 


Firstly, make yourself a strong cup of 
tea, put on a good CD and get comfy; 
you have many happy scanning hours 
ahead of you. There's no way round this, 
although you could try employing a 
student, your children, your parents, 
your PC-savvy granny or an incredibly 
bored friend to undertake this whole 
crucial aspect of the process for you. 
Although you'll probably find that this 
takes a large part of the enjoyment 
away from the project. 

Scan your treasures at a 
reasonable dpi so that you can pick up 
all the detail. An ideal res is 1800dpi, 
saved as a TIFF file so they can be 
imported into most applications. Make 
sure that you spend a little time 
checking the scan carefully for 
damaged areas of the illustration; quite 
common when scanning old material. It 
also pays to erase any unwanted areas 
of dirt, grit and muck at this stage, too. 

Once you have a few scans ready 
to archive, you should set up a system 
so that searching for images at a later 
date isn't a complete headache. Put all 
hands into a folder marked ‘Hands’ 
and heads into one named ‘Heads’, for 
example. It sounds like common sense, 
but it’s often overlooked. Imagine the 
problems that Charles Anderson would 
be having right now without a clever 
system in place. 

While the future is here and 
now, you can keep hold of those little 
treasures from the past. Although 
according to Fred Woodward, Creative 
Director at Rolling Stone magazine, 
older is not necessarily wiser. He says: 
“There's nothing retro about it — these 
images could have been drawn just as 
badly today as in 1945..." 
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( hatever stage you are at in your design career, 
| you need a portfolio. A portfolio that presents 
your work effectively, clearly and professionally 
is a must if you are to succeed in the creative 
world. The key component in your armoury — this vital weapon 
can make or break you. It really is as simple as that. 

Of course, it's no longer quite as simple as just popping 
down to your local art store and pulling a portfolio off the shelf. 
These days, portfolios come in all shapes and sizes and, of 
course, and in all manner of formats too. And it’s worth asking 
yourself what best suits your needs and the needs of your 
clients? Are you thinking: traditional leather-bound affair, CD- 
ROM of all singing and dancing motion graphics, or an online 
folio that can keep clients right up to date with your latest 
work? Fear not, we look at the range of possibilities open to you 
— whether a lone illustrator out for his/her first appointment or 
small design business looking to create a web-based portfolio 
that really is the business, it’s all here... > 
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| Feature Powerful portfolios 


Let's start by getting one thing out of the way: there are no 
right or wrong ways to put together a portfolio. There are 
good and bad ways though. A great portfolio can get you 
noticed for all the right reasons whereas a weak portfolio 
can get you noticed for all... well, you get the picture. 
Your portfolio is also your link to the outside world. It is 
frequently the one and only location where a body of your 


“In your first portfolio site you 
need to consider design, build and 
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speed of download” 


work can be viewed in its entirety unless you are lucky 
enough to have a publisher who will dedicate an entire 
book to your product; think Carson, think Tomato, think 
Designer's Republic. Think again. 


What goes in and what stays out... 

So what makes a great portfolio? Opinions differ here, but 
one point on which everyone seems to agree is that it 
should contain some truly great work. Put in only the very 
best work you have produced; do not pad out your portfolio 
with examples that you are not pleased with, not proud of. 
Because if you do, you must be prepared in turn to be 
offered work that you won't be pleased with or proud of. 
Nick Gant of Brighton-based 3D design company Bobo 
Design echoes this point: “Show only what you are good at. 
Edit out the weakest work,” he says. Martin Cox, director of 
London design agency Blast, reviewing his own approach 
to building the right portfolio offers the following advice: 
“It really makes sense to only show the kind of work that you 
want to get from new clients, so make sure that you put in 
work that is memorable!” 

When putting together your portfolio it is crucial to 
considera number of objectives. It pays to think carefully 
about your audience. Who do you want to view your work? 
Where do you want them to view your work? How do you 
want them to view your work? What do you hope to gain 
from your work being viewed? All fairly straightforward 
questions, you may think, but your answers could lead to 
potentially very different outcomes 

How you set up your portfolio differs if you are looking 
for permanent employment as opposed to a freelance 
project; or if you are a college-leaver rather than a 
professional with ten years’ experience. Whatever your 
situation and whatever your goal in showing work; make 
sure it does the right job. It makes sense to kick off with a 
cracking project — it may be one that jumps off the page or 
screen, it may be vivid in colour or it may be a recognisable 
piece. Whatever you choose to open with, it should be one 
that sets the mood for the viewer. The same goes for your 
closing image or project — how do you want to be 
remembered? End ona high note. 

Select the amount of work carefully that is to make up 
your folio; don't show too much or too little. Most 
interviewers or potential clients will have a very limited 
time to view your work, so keep it snappy but don't skip 
important projects. And if you are a recent graduate, don't 
be tempted to include every single life drawing that you've 
ever done. It might all look highly impressive when you're 
laying it out on your living room table. But there is a fine 
line between displaying the right amount of work and 


boring busy interviewers or clients to tears. Always be 
prepared to modify, take projects out, and add projects until 
you get it exactly the way that you want it. 


Choosing the right format 

Just as the quality of the work that you decide to show is 
crucially important, so too is the format that you choose to 
use. Being able to guide your clients to your own digital 
portfolio online is a really useful way of allowing them to 
see work immediately. 

Gone are the days when clients have to wait patiently 
for a bike courier to trek illustrators’ work miles across town 
or even further. There has been a dramatic rise in recent 
years of illustrators leaving London — where most 
publishing houses, advertising agencies and design 
companies are based — to set up elsewhere while clients 
simply view web-based, rather than print-based, work. This 
geographical shift is a direct result of this new portfolio 
form. It now matters less where you base your studio, Most 
illustrators email final artwork or burn it to CD and arrange 
next-day delivery anywhere in the country. This eliminates 
the need for being based on the client's doorstep. 

When considering the creation of your first portfolio 
website remember a few key issues. The quality of the 
design, build and speed of the site are all vital to consider. 
The information that you provide is important too. Should 
your portfolio site include a CV or short biography? Should 
you give a little information about the projects/examples 
that you include? It goes without saying that your site should 
be easy to navigate because people will click off if 
expected to work too hard - remember, you are selling your 
work and not your state of the art, cutting-edge web skills, 
unless of course that is what you do for a living! 

It is worth pointing out that, once your site is up and 
running, nobody will know about it unless you tell them. 
Phone, email, send cards, shout from the rooftops; just 
make sure that as many folk know as possible. Another key 
method of ensuring traffic to your site is through useful web 
links ftom relevant sites. Members of the Association of 
Illustrators can get a link from the AOI’s site — check them 
out at [Ww] www.theaoi.com. 

Other ways of producing portfolios that are more than 
just static folders sat on the floor of your studio include CD- 
ROM and DVD-based interactive pieces. The bonus of 
working this way is that movies and sound can also be 
included and no 56K modem is going to slow down the 
process of viewing your work. Portfolios can be tailored for 
individual clients and far more control rests with you, the 
creator of the work. Nick Gant reflects on the ethos that 
underpins Bobo's numerous digital portfolios: “Remember 
that this a chance to manipulate the way people view your 
work. You have the control right from the start as to how 
your work is perceived.” 


Keep your portfolio up to date 

Now that you've got your portfolio — with selected work 
worthy of making an appearance ina suitable format — the 
least attractive aspect of the whole process comes into 
play: keeping the portfolio up-to-date. Astoundingly, this is 
the most overlooked angle in portfolio management but will 
make the difference between securing a commission or 
not. So make sure that you rethink, re-edit, re-evaluate and 
reorganise ona regular basis to keep your online, offline, 
digital or print-based portfolio looking as good as the day 
you created it. Of course, this takes time and energy but itis 
essential when keeping your clients informed. 
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tfolio showcase 


FOLIO - BLAST 

lin Gifford (Giff) are directors of London design agency Blast. 
ency in 1996 but for seven long years managed to resist the 
e a portfolio that was any more than a collection of printed 
onal leather binder. “We were scared of ourselves as clients,” 
s ithas taken this long before we really knew what we 

it ourselves!” Now, it seems that Blast has finally got the 


yency launched ‘Design — how do you do?’ an amusing A2 

| portfolio, that includes examples of 28 wide-ranging jobs 

1 the BBC, The Royal Mail, D&AD and NESTA. As a result, 

ed itself as a big hitter. Printed in a run of 2000 and with very 
iks to its Website at [w] www.blast.co.uk, this mini-folio is, 

n, a brand bible for who they are. 

ch has not gone unnoticed. Martin Usborne, Creative 

or whom Blast created a corporate identity explains: “What 
the first place was its sense of humour and lightness of touch 


ith a serious understanding of concept and style.” Quite. Blast has managed to resist the tempation to create a portfolio that was any more than a collecticmen of === 
printed projects in a traditional leather binder. 


\Y VISION 


Thomas. Jason is a designer for both print and Web and a 
illustration too. After graduation in June 2000 he worked for 
hton before moving onto DNA in London, deciding to quit 
mid 2001 to travel the globe. After spending six months in 
six in New Zealand and Australia, Jason returned to the UK 
f photographic and video work, much of which he was 

id mailing home to himself while on his travels. 

‘and determined to return to full-time employment, Jason 
yw,jayvision.com with a complete re-design and has since 
depth off-line version. Given that Jason wants the work to 
oth rate, he has restricted the maximum size to 200MB, 
ory still allows for far greater use of sound and moving 

line version could cope with. 

s why the CD is his first choice for a portfolio presentation: 
ROM isa flexible platform to express both visual and 

nts to a captured audience. The very act of inserting the 


enough, so from then on it’s lights, camera and action!” > ‘The CD-ROM is a flexible platform to express both visual and typographic elements to a captureeeexc 
audience. The very act of inserting the CD is commitment enough. 


onal portfolios 


ce of successful digital CD requires a little more. The pace thatthe —_ clear acetate sleeves over wipe-clean 


y well seem that the interviewer can view your work is in his or thick plastic ones. The best quality 

folio is dead. Well, think her hands with a traditional portfolio and portfolios are manufactured by Press Book 
t, think again in many they may preferthat. If yourclients haveto Prat and Panodiaand can be bought at 
Plenty of clients do still show your work to their associates, using Cowling and Wilcox on Broadwick Street, 


rk in print, especially if print something straightforward is risk-free, as Soho, London or ordered though 


hat your work is to be there can be no compatibility problems. [w] www.cowlingandwilcox.com. Cowling 
At an interview or When it comes to a bound portfolio, buy —_and Wilcox prides itself on keeping the 
nzipping a portfolio takes no _the very best that you can afford. Choose most extensive stock in Central London and 


leather over plastic and choose perfectly what it doesrit stock, it can order in. 


ort whereas turning up with a 
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WEB-BASED/ILLUSTRATION —- LOOPLAND 


Allan Saunders is an illustrator based in London, having started his career upon 
graduation of The Royal College of Art in 1999. As well as having a very impressive 
client list that includes Penguin Books, The Guardian and Sunday Times 
newspapers and Arena magazine, Allan is also the proud owner of one of the best 
portfolio websites in illustration in the UK. At [w] www.loop-land.co.uk Saunders 
showcases a huge range of his work from commissioned final artworks to non- 
commissioned ideas and sketches as well as Flash movies and recent projects. 

As Allan explains with his tongue firmly in his cheek, “Loopland offers the latest 
modern stylings available in technicolour and glorious monotone”. 

Although Allan works mainly for print he also works for screen, having 
undertaken major online projects for Studio AKA and FIFA. It’s the web that offers him 
most freedom and flexibility. Loopland has been wowing clients since its conception 
in December 2000 and as a portfolio of Allan's back catalogue and most up-to-the- 


minute projects it does a fantastic job. “Loopland has yielded greater results than | 7x) 
could have expected,” explains Allan, “not only has Loopland proved effective in THE AMTERT MODERN BTZLINGE OVUILRMLE 
gaining illustration commissions but it has opened up new channels and new L 0 0 p L A fl D al. 


directions where | can push my work.” 


Loopland.co.uk is the online portfolio of Allan Saunders. It showcases a huge ré 
commissioned final artworks to non-commissioned ideas and sketches. 


WEB-BASED/GRAPHIC DESIGN - FOUNDATION 33 


Foundation 33 is, for the time being, still a relatively small unknown design studio. 
With projects that include the Big Brother identity (who could forget that eye!) and The world’s la rge st 
on-screen graphics and identity for Channel 4's early morning show, RI:SE, it is clear 5 

that Foundation 33 is going places. Formed in March 2000 by graphic designer signe d and numbered 
Dan Eatock and architect Sam Solhaug, Foundation 33 describes itself as: “A multi- | im i ted ed i t i on ar twor 
disciplinary studio practice grounded ina rigorous and conceptually motivated 
design methodology.” Designing furniture, creating interiors, making art pieces are 
all aspects of the practice that sit equally with its graphic design work. 

With such a broad range of practice, presenting the work was never going to be 
easy. At [w] www.foundation33.com every project and every piece of work is archived 
and available for the viewer or client to see. Last year, Foundation 33 attempted to 
break the world record for the largest signed limited edition artwork ever produced. 
Amillion cards were signed and numbered at London's Whitechapel Gallery and the 
website was able to capture each and every day of this event. The project has now 
been submitted to the Guinness World Records. Foundation 33's commitment to its 
portfolio site enables clients to keep up with this entire range of projects . 


At Foundation 33.com every project and every piece of work is lovingly archived 
for the viewer or client to see. 


POWERPOINT PORTFOLIOS - BOBO DESIGN 


“We have no need for a traditional portfolio,” announces Nick Gant of Bobo. Fora 
3D design company with a client list that includes The Victoria and Albert 
Museum, Dyson, BBC, ICI and Philips as well as George Michael and Vivienne 
Westwood, this still seems a bold statement. With a web presence at 

[w] www.bobodesign.co.uk, Bobo is well used to directing clients to its online 
resource. Recently, however, Bobo has been creating tailor-made PowerPoint 
presentations that are built around the needs of each and every client. PowerPoint 
portfolios are either small enough to email directly or with larger files that include 
‘fly-by’ video shots of 3D spaces, burnt onto CD and thrown in the post. 

“Everyone seems to have PowerPoint,” explains Nick, “we are presenting work 
to clients that may not be designers themselves and so have no desire to try and run 
applications that they have never heard of!” With a template designed and created in 
PowerPoint that echoes the look and feel of the Bobo website, Nick is able to drag 
and drop different projects into the portfolio in a matter of minutes. Armed with a 
digital camera/camcorder, he shoots projects in progress too, giving clients a real 
feel of the process. “It is all about giving a far more tailored and individual service to 
our clients,” reflects Nick, and who could argue with that? ll 


i The Complete Adobe Photoshop Handbook 2 


PowerPoint presentations are either small enough to email directly or with large 
‘fly-by’ video shots of 3D spaces, burnt onto CD and thrown in the post. 
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Online portfolios 


Your online portfolio is a virtual calling card, a 
passport to a healthy client base and a clutch of 
commissions. We asked leading illustrators and 
artists for their advice. Their response? Keep things 
simple and learn to make the web work for you 


oreative life styles 


yy OUT 


he days of illustrators and artists marching 
around London design firms and publishers 
to showcase their hand-bound portfolios 
are fading fast. With the rise of digital 
workin methods, the industry seems to have become 
much more efficient — art directors are now able to 
glean information on illustrators from the Internet 
without even meeting them. 

While it’s true that the traditional portfolio is far 
from dead — physical, printed material is still an 
important factor in employment and education — the 
online portfolio has become a vital asset for 
any freelance illustrator or small company, the general 
consensus being: if your work can be seen 24 hours a 
day, then more important people will be able to see it. 


Getting noticed 
There are, of course, many online portfolios on the 
Web — some good, and some which don't do the 
illustrator or artist much justice. The proof of whether 
your online portfolio is working or not, to some extent 
rather obviously stems from the amount of work you're 
getting. However, if no one is seeing it, then it's 
practically useless. 

Lawrence Zeegen, illustrator and educator, 
takes a literal approach to driving people to his site 
Zeegen.com — by stamping the words on each and 
every one of his illustrations, The site itself is simple, 
clean and updated ona regular basis, attributes that 
Lawrence thinks all good portfolios should have. 
“Get rid of all typos, and make sure that the thing loads 
the right side of Christmas and don't bore folk with 
long intros that do nothing and say nothing. Make it 
usable and make it work for you.” 

The fact that Brighton-based Lawrence's work 
is online, and accessible all of the time, means a lot to 
the illustrator. “Having clients in the US able to view 
Zeegen.com whenever and wherever is vital. | get hits 
from all over — they may not all turn into commissions, 
but the fact that people are looking means that the site 
is earning its keep. | do still have clients, though, that 
want a traditional leather-bound folio biked to their 
offices — and | find that really odd nowadays.” 

Another Brighton-based design firm, Magictorch 
(www.magictorch.com), works on the same principles. 
Mike Chipperfield, one half of the company, tells us: 
“Clients in different time zones really dont give a 
monkey's what the time is here — they want to be able 
to see examples of your work right now. You cannot 
target every possible client — they really need to be > 
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2. www.vectorstains.tk 

The combination of slick vector 
graphics and immediately usable 
navigation makes student Anthony 
Kobler’s www.vectorstains.tk a superb 
online showcase. 


3. www.enginesystem.com 

A different kind of online portfolio. 
Showcasing New York-based artist 
Craig Metzger's screenprints and other 
work, Enginesystem.com works for the 
reason that it reflects the style of the 
artist and presents the work in a user- 
friendly manner. 
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able to track you down and an online folio will make 
that process much easier.” 

Having an online portfolio site since day one 
has helped Magictorch gain commissions from a 
diverse range of clients. Mike shares his experience 
with us about what makes a top-quality offering. 

“In most cases," he says, “the simpler, the better is 
the best advice. But, then again, make sure you don't 
go too minimal just for the sake of it — for example, 
using tiny little numbers instead of thumbnails may 
look cool, but it makes it difficult for people to find the 
same piece of work on repeat visits — a site needs to 
be usable and there's a fine balance to be struck. Let 
the work speak for itself, rather than wrapping it in too 
many gimmicks. Think twice before going ballistic 
with Flash — does your site really need it? Also, make 
it easy to update, otherwise you'll have to rebuild the 
site every time you want to add some new work.” 


Personal style 

Due to the huge range of illustration styles and 
mediums, online portfolios are often as diverse as the 
work they aim to show off. When planning a site, it's 
extremely important to realise your own style, and not 
design just for design's sake. As Mike from Magictorch 


1, www.magictorch.com 

Combining the company's portfolio 
with a host of interesting downloads 
and news-based items, Magictorch's 
HTML site adheres to the theory 
that showcasing images through 
simplicity really works. 


emphasises, there really is no point at all in being 
minimalist simply for the hell of it. 

Craig Metzger, a New York-based artist currently 
working on pattern designs for skate giants Etnies, 
takes a lo-tech approach in his online portfolio at 
Enginesystem.com, concentrating heavily on 
showcasing his artwork in his own style. 

“An online portfolio should only showcase your 
favourite or strongest work, but at the same time | 
think you should try to avoid the stale design of a 
portfolio and add your own twist,” he explains. “I don't 
look at my site as being a portfolio, but more as a 
small showcase of some of the projects | like, witha 
personal touch.” 

It's all very well being an established artist or 
designer, but students often need to take a different 
approach to their online portfolios in order to master 
that rather large stepping stone into the industry. 
Anthony Kobler’s Vectorstains.tk has 
the feel of a design agency's portfolio, infused with 
original artwork and clever navigation. Currently 
a student at Swinburne NSD in Melbourne, Australia, 
Anthony gives us his thoughts on the makings of a 
good online portfolio: “Primarily, | think that an online 
portfolio should showcase the artist's works in many 
different and varied areas of design. | think that forthe 
site to be appealing, it should contain some elements 
of the individual's personality as well. | guess an 
online portfolio shouldn't just be a personal thing, not 
somewhere where you just post your opinions on 
everything. In a sense, it should be professional and 
corporately viable, too.” 

‘Corporately viable’ is a phrase that conjures up 
visions of static, passive web experiences. This needn't 
be the case, though — Anthony proves that a site can 
appeal to a professional audience as well as peers. 
Well-known graphic artist Derek Lea - whose work is 
featured throughout this issue - has the same 
approach, and has crafted a site that immediately 
appeals to a client audience, as well as being 
imaginative and intuitive, yet simplistic in its design. 

Derek explains: “Simplicity works. Clients are 
there to see your work, not to be dazzled by your 
multimedia extravaganza. Cut out the Flash stuff — 
they've seen it all before. They are there to look at 
reference images of your work, and that’s what it 
comes down to every time. Make your work is easy to 
get to, organise it as clearly as you can, and design 
your site so that the images grab the client's attention, 
not the interface. Provide a variety of subject matter, 


i 
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@ www. jacey.com So} 


you never know who is looking to hire you.” 

These are wise words indeed, because Derek has 
such a broad range of work for so many different 
clients that it would be impractical to mould the whole 
lot together with an overworked Flash interface. 

This is something more designers should take 
seriously. It's all very well building a site that pushes 
the Flash envelope, but unless this is an integral part 
of your day-to-day design work, clients are likely to 
be utterly baffled by what you think is cutting edge. 
We don't want to come across as ‘Nielsen-esque’, but 
usability must be considered at the same — if not 
higher — level as aesthetic when it comes to 
designing any portfolio site, 


Strike a balance 

An illustrator who has succeeded in combining 
usability and aesthetic is Jason Cook, better known as 
Jacey. Within each of his sites at Jacey.com, 
Flatlineronline.com, Jaroslav.co.uk and Getart.info, 
Jacey showcases different styles within different 
portfolios. Each site reflects the style of illustration 
within its navigation and overall feel. 

“Keeping the sites updated is a biggy,” explains 
Jacey, “there's nothing worse than a site that isn't 
updated or refreshed”. The often simple task of 
updating gives clients the idea that you're in demand, 
so constant updates are a must. Making your site 
easily updatable is vital from the offset. 

Another example of a Flash-based site that drives 
users to content is www.elelec.com. The man behind it 
is Eduardo de Felipe, a freelance interactive designer 
based in the UK and Spain. As well as explaining that 
asite should showcase content in an accessible way, 
Eduardo gives some advice thats relatively easy to 
forget. “Your portfolio has to include info about 
yourself and your career, as well as your style and 
project methodology. You are selling your professional 
work and you have to think about the design, 
structure, usability and user experience.” 

The general feeling from all the artists, designers 
and illustrators we've spoken to is to let your images 
do the talking. Reserve the bells and whistles for 
experimental projects. An online portfolio needs to 
tellaclient that you're the best person for the job, and 
if your work isn't immediately accessible, then the 
client may think the same of you. Keep it simple and 
keep it fresh — your peers may be a little 
unimpressed, but clients will love you for it. ll 


jacey com 


Editorial Corporate Advertising Books Pertonal 
Royalty-Free Licensed Stock 


Contact 


Work: Latest 
2001 | 2002 | 2003 


JAN, FEB, MAR, APR, 
MAY. JUN, JUL. AUG 
SEP. OCT. NOV, DEC 


8. 49, 20. 


Client List 
| canon (USA) 
| Lego 
|| 18m 
| Onezone 
| Vision Express 
Natwest Bank 
Motorota 
Colt Telecom Group ple 
| | Kvaerner 
| Dynacast International 


| 

| 

| 
[ions 


Other sites 


‘This entire site lz ©2001 of Jacey and is nat to be eopled in any way, 
Fl graphies, layouts ond photos are creative works which are solely oumned by this site, 
Fil photos and ilustrotions are digitally encoded and trackable. 


4. www,jacey.com 

One of Jacey's four sites, Jacey.com 
showcases the illustrators different 
styles and is up-to-date and easily 
navigable. Jacey believes keeping your 
online portfolio current is 

of paramount importance. 


5.wwwelelec.com 

Eduardo de Felipe goes with the 
theory that everything should be 
accessible - have a concept and 
showcase your ability. The idea behind 
Elelec.com was to create a relaxing 
visual interface in direct 

contrast to the crazy world normally 
associated with the Internet industry. 


6. www.zeegen.com 

Lawrence Zeegen’s online portfolio 
contains an eclectic mix of the 
ilustrator’s editorial and corporate 
work. The site is Flash-driven, stylish, 
simplistic and accessible. 


7.www.dereklea.com 

Professional illustrator Derek Lea has 
gone for all-out simplicity with his 
online site, making it clear that the 
client is there for the images. It has an 
instant visual appeal. 
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Chapter 3 


No waffle, no chit-chat, just a wealth of advice and 
trade secrets from top Photoshop experts. Our top tips 
will have you working smarter in no time... 


110 Photoshop 7 tips 
120 50 more tips for Photoshop 7 
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Photoshop 7 tips Feature 


Photoshop 7 tips 


Harness the power of the latest release of 
Photoshop with our expert tips and tricks 


for the creative pro... 


hotoshop is the cornerstone 
of any designer's workflow. 
The application serves digital 

Mt artists right across the board. 
From retouch professionals to illustrators 
and web designers, it's an essential tool 
that simply cannot be ignored, mainly 
thanks to its depth and breadth of 
features and its sheer versatility. In one 
sitting, digital artists can produce an 
image ready for press, a moment later 
crunching it down to size for uploading to 
the web or emailing to clients for 
approval. In how many applications can 
you do all that? 

With Photoshop 7, Adobe continues 
its trend of listening to its customers and 
including their wants and needs in the 
application, as well as adding a few 
welcome surprises. These range from new 
retouching tools such as the Healing and 
Patch tools — enabling you to clean up 


blemishes and scratches easily, to a new, 
Painter-esque natural-media toolset — 
giving artists and illustrators the creative 
freedom they've been waiting for. There's 
also a gaggle of new workflow-orientated 
tools, including the File Browser — for 
easily searching for and labelling images 
directly from within Photoshop — to Tool 
presets, which enable you to save your 
favourite tool settings. 

Over the following pages, we've 
compiled some of the best tips and tricks 
for using Photoshop 7 Whether you're an 
illustrator wanting to master the new 
painting engine, a web designer with a 
fascination for Photoshop and 
ImageReady’ improved web feature set, 
a professional retouch or a 3D artist 
wanting to make use of the new tools, 
there are many fresh ideas and tricks here 
to ensure you get more out of the industry 
standard image-editing app. > 
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Illustration 


or the digital illustrator using Photoshop, 


version 7 brings a myriad of new possibilities. 


. Its expanded toolset offers more creativity 
and scope to illustrators than ever. Most Photoshop 
releases have brought significant improvements and 
tweaks; whether it’s been the introduction of layers or 
multiple undos or the integration of applications such 
as ImageReady. 

This release brings speed and efficiency under 
Mac OS X and a redesigned painting engine. The 
Healing tool and File Browser are cool tools, but the 


Dynamic Brush palette is prompting the most 
excitement. Previously, Photoshop had an Airbrush 
and a Paintbrush tool, but many creatives found them 
inadequate for touch-up work or painting attributes. 

This section guides you through using the new 
Brush palette. First though, we'll look at other new 
features that will make your illustrating process and 
workflow dramatically more streamlined. 


i The File Browser is the perfect 
4 fe | tool for searching for files 

\ visually rather than by name. 
One of the features within the Browser 
is Add Ranking. When illustrating, you 
may find you have a number of saved 
variations of your work. Ranking each 
file will help you find the correct file 
quickly. When you need to burn it on 
CD and get it to a client for an all- 
important deadline, it's great for 
archiving as you don't need to open 
each file to look forthe correct image. 


Creating a new File Preset is 
1 perfect if you work fora 
i regular client. Say you have an 
editorial client who works to A4 with 
3mm bleed. Instead of using the 
predefined document sizes or always 
typing in your own, go to the Presets 
folder in your PS7 folder and open the 
New Doc Sizes Txtfile, then follow the 
instructions to add custom sizes. Once 
you've edited and saved the New Doc 


Sizes text again as a Txt file, your new 
preset will appear at the bottom of the 
predefined list. 


While illustrating, you may 
move palettes and windows 
into particular positions for 
certain tasks; such as the Path and 
Channels palettes when you're image 
editing or image compositing; likewise 
with the Layers palette and Brush 
palette. PS7 enables you to save 
palettes and dialog boxes as multiple 
layouts. To choose a current workspace 
layout, choose Window>Workspace> 
Save Workspace, then enter a name. If 
more than one person uses Photoshop 
on your machine, you can each 
predefine your own workspace layout. 


If you're new to Mac OS X and 
‘ PSZ, once you've installed 
\ them you may be wondering 
where the memory allocation is. 
Getting Info on your PS7 app icon wont 


By using the Paintbrush tool to create a flow of mixed colours, the image is then opened up in 
the Liquify filter. Using the Turbulence brush, the colours scatter together to give the appearance 
of flames. 
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work. It can be found within the actual 
application while it’s running. Go to 
Photoshop>Preferences>Memory and 
Image Cache. Now those 30-layered 
documents will handle much better, but 
don't forget to restart PS7 for the new 
memory allocation to take affect. 


More and more illustrators 
are putting portfolios on the 
web. PS7 includes the third- 
party export format, ZoomView, which 
delivers high-res images over the web. 
It's ideal for your website or enabling 
clients to view and zoom in and out of 
an image, especially if they have file 
restriction on their email. Download 
time is not affected. It works just like a 
JPEG. See File>Export> ZoomView, or 
go to [w] www.viewpoint.com/zoomview. 


TOP TIP 


Sampling colours has 


( become even better in PS7. 


You can now sample them directly from 
the desktop or any other application 
that might be open. You can even select 
colours from open web browsers. 
Select the Eyedropper tool and click on 
your PS7 document window/image 
(anywhere will do). Keep it pressed and 
move over to the required desktop or 
image (outside of PS7) and it will select 
that colour. Once selected, let go so 
that you don't carry on sampling 
colours. This is great if you're working 
in PS7, surfing the net at the same time 
and spota colour you like ona site. 


Using the Preset Manager is 

a good way to save time, 
especially when you're 
weighed down with tight deadlines. 

If you find you repeatedly use certain 
tools in palettes, use this option to re- 
arrange your brushes to suit your needs. 
Dragging them to a new location in the 
Presets Manager will help you generate 
a perfect working environment. 


Render Clouds may not be reknowned for its excellence, but by employing Photoshop 7's new 
paint engine, using Shape Dynamics and Scatter, you can have a brush preset that will stroke a 


cloud in an instant. 


ld 


Dual Brush is great for applying a second brush tip to your primary tip. Here it generates a great- 


looking ink/watercolour effect. 


Tool Preset is another great 
8 enhancement. You can now 

set up a particular tool using 
your favourite settings and options. If 
you're doing this with the Brush tool, 
you can save it and then access it any 
time from the menu bar or from the 
Tool Presets floating palette. This is 
helpful if you do a lot of retouching, and 
if, say, you have a certain colouror 
Pantone reference, an opacity setting 
ora soft-edge pixel brush tip with a 
particular Blending mode. Simply click 
on Create New Tool Preset at the 
bottom of the Tool Preset palette to add 
anew tool. 


‘ 


How many times has the 
client changed the size of your 
working document, or wanted 
to add even more bleed to the image? 
Working out the sums could be tricky 
with the old method of adding to or 
subtracting from the canvas size. In 
PS7, the Canvas Size dialog box has a 
Relative button, which basically takes 
the maths out of resizing your canvas 
area. Just enter the additional 
measurements; enter a negative 
amount to decrease the canvas. 


Colour casts on your scanned 
images, photographs or stock 
fh photography supplied by a 


client can be a nuisance to colour- 
correct, especially if time is tight. The 
Auto Colour feature helps you to 
automatically remove unwanted 
colour from images that may cause a 
colour cast. Use Image> Adjustments> 
Auto Colour. 


With security being of 
paramount concern and an 
awareness that it could be 


breached while sending clients 
confidential information or imagery, the 
Photoshop POF Save dialog options 
box now offers the ability to assign a 
password. You can set the level of 
security encryption to high or low. 


If your system is low on 
processing power or hungry 
( for more RAM, a new feature 


within the Liquify filter will help ease 
the problem. Once you have created 
the desired affect in the Liquify dialog 
box, you can save it as a mesh to your 
hard drive and recall it at a later date. 
You can also apply it to a low-res image 
before applying it to a large memory- 
intensive image that will slow down 
your machine. 


TOP TIP 
Another great addition to the 
f Liquify filter is Turbulence; 


the logo with waves above it in the 
dialog box. This is a great brush for 
blending pixels together smoothly. It is 
useful for creating fire, waves or the all 
important thrusters from a spaceship. 


Don't ditch Photoshop 6 just 
yet; you may find you'll have 
a to use it for some of your 


plug-ins and filters that may not work in 
the OS X version of PSZ Booting up the 
Classic operating system and switching 
between the two may help to speed up 
the process. 


TOP TIP 
Like version 6, PS7 has brush 
‘ presets, a brush size and 


shape. Now though, with the 
introduction of brush dynamics, each 
brush can have a set of dynamics 
assigned to it. In the new Brushes 
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Colour Dynamics helps Photoshop push a step closer to natural media, by giving the appearance of 


multiple layers of paint. 


palette you will find a number of new 
paint engine dynamics. One of these 
is Shape dynamics, which provides you 
with options for controlling how your 
brush tip shapes are used on your 
document. By experimenting with 
options such as Angle Jitter and Size 
Jitter, you can create a brush that will 
create realistic smoke orclouds, in an 
instant. Even applying some scattering 
willenhance this effect. 


Compatibility with the 
Wacom Intuos pad has 
\ been improved, so you now 


have even more control over brush 
strokes. Again in the Shape dynamic 
section of the Brush palette, the Angle 
Jitter option comes with a drop-down 
box that enables you to control the 
pens tilt or pressure when applied to 
astroke. If your pad is not compatible, 
a warning icon will appear next to the 
selected option. 


Within the Brushes palette 
1 7 again, just below the Shape 

dynamics and Scattering 
options, is the Dual Brush. As the 
name suggests, it enables you to select 
a second brush tip to use in conjunction 
with your primary brush tip, giving 
various stroke effects with added 
complexity. Also included in this 
option is a choice of how the second 
tip blends with the primary tip. As 
with the layer modes in the Layers 
palette, you can apply Multiply 
(default), Darken, Overlay, Colour 
Dodge, Colour Burn, Linear Burn and 
Hard Mix. By experimenting with two 
brush tips and simply applying the 
Hard Mix Blend mode, you can quickly 
achieve a soft, dabbled, watercolour 
brush effect. 


TOP TIP 
Staying with the Brush 
a palette, allthe new features 


are great until you want to add a bit of 
realism to your brush strokes by over- 
laying existing brush strokes. This is 
where Colour Dynamics comes in. 

You can say farewell to flat, boring paint 
tools, because with the Colour 
Dynamics selected you can create 
highly realistic layering of paint over 
paint. By selecting the amount of Jitters 
and the Purity, you can have a lot of 
control over these variations. This part 
of the upgrade really sets itself apart 
from the other new features. It is as 
close as Photoshop has ever come to 
achieving natural media and traditional 
paint qualities, 


Below Colour Dynamics 
is Other Dynamics. Here, 
a we have two controls: the 


Opacity Jitter varies the brush stroke 
over the course of the stroke, and 
Flow Jitter varies the flow onto your 
document. This would be great for 

an aerosol can effect — similar to 
spraying paint ona wall. In real life, 
you have numerous dynamics coming 
into play, altering the way the paint 

is sprayed on the wall: the can 
pressure, the person applying the 
spray, even the spray can pressure 
running out; all this can be simulated 


within Other Dynamics. 
Instead of using the 
Paintbrush and Airbrush tool, 
A have a go at using the Eraser 


tool with the Dynamics applied, and 

erase layers of paint away from your 

image. This will generate some 

unexpected results, many of which are 

not possible in the real world. > a 
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Z . 
= Web graphics 
a 

hotoshop has long been established as a key 

application in most web designers’ toolkits. 
q Since the introduction of the Save For Web 
tool and the subsequent inclusion of ImageReady, the 
application has evolved from an image retouching 
tool into the most efficient and fully-featured web 
graphics tool. 

With the recent launch of Photoshop 7 comes a 
handful of new features that will be of particular 
interest to web designers. Many of these provide new 


opportunities and more efficient techniques for 
getting work done. These tips should give you some 
ideas on how to take advantage of these features, as 
well as giving you some ideas on how to use new and 
existing tools in ways for which they may not have 
been originally developed — ways that provide 
creative and interesting results. 


Even the most unlikely image 
can be used to create some 
unique and experimental 
textures using the new Pattern Maker 
tool. If things aren't quite going to plan, 
select the Show>Original option from 
the preview area to make a new 
selection from which Photoshop can 
generate another pattern. Keep 
generating new patterns and use the 
Tile History area to browse your 
selections before making a decision. 


Once you've settled with a 

pattern, why not take it 
i over to ImageReady to 
convert into a seamless tile? Hit the 
Jump to ImageReady button, at the 
bottom of the Tool palette, and use 
the Tile Maker filter, found under 
the Filter>Other> Tile Maker menu 
route. The Kaleidoscope option 
will create a softertile, while 
sharper textures will benefit from 
experimenting with setting variable 
percentage levels when you're 
blending edges. 


Creating Rollover effects in 
ImageReady is now a much 
a simpler operation, with a 


dedicated new palette that provides 
greater control for adding and 
amending multiple state graphics. 
However, you can take things even 
further by activating the Include 
Animation Frames option, in the 
Rollover palette options. You then 
have access toa new tool tucked 
into the status bar of the palette, 
enabling you to create frame-based 
animations directly onto rollover 
state graphics. 


JPEG files are at their lowest 
file size when their definition 
" is on the blurred side; notice 


the difference the Blur slider in the 
Save For Web tool allows, for example. 
Using the new Healing tool on 
photographic images to remove such 
definition from background areas 

will enable you to save JPEG images 
at higher settings with lower resulting 
file sizes. 


| « geaae 


Tel 


Using the Eyedropper tool directly in Save For Web allows for individual colours to be removed, 


creating smoother integration when layering transparent GIFs over backgrounds. 
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TOP TIP 


GIF images, making use of 

transparent backgrounds to 
blend into a background colour or 
image, benefit greatly from having 
anti-aliased edging that blends the 
foreground and background elements. 
Instead of remembering the dominant 
background hex code (necessary in 
PS6), simply bring the image into 
Photoshop, complete with the 
background, and use the new 
Eyedropper selector to identify 
specific background colours in the 
palette which can then be removed to 
leave a more natural blend. 


The new File Browser 
provides improved access to 
your files with previews and 
ranking that help you work more 
efficiently, but this tool also enables 
you to rename all the files in a specified 
folder through the Palette menu 
options. Select the files you want to 
rename and choose Batch Rename 
from the Palette menu, then decide 


whether you want to rename the 
originals or move to a new folder. 
Select the batch file-naming 
convention, add an extension if you 
prefer, and hit OK. All your files 
willthen be renamed to your 
defined preferences. 


The new Variables feature 
in ImageReady 7 automates 
At the preparation of repetitive 
artwork with data-driven graphics. 
You can create designs and define 
objects in the template as variables. 
For example, a banner might use 
variables for a product name and logo 
which can be previewed directly in 
ImageReady through data sets. 
Ascript or image server can then 

link these variables to data stored 

in an ODBC-compliant source, 
generating an unlimited number of 
unique variations. If you're using data 
sets and want to rename a variable 
globally (in all layers), change the 
name inthe Data Sets section of the 
Variable dialog box. 


Creating patterns from even the most unlikely image can lead to some interesting results. Take this 
over to ImageReady and apply the Tile Maker filter for some interesting background textures. 


Masks determine the priority areas when optimising images. This allows for more important areas of images to remain relatively unaffected by the 
damage some optimisation or dithering could have on the final image. 


When creating slices and 
determining their behaviour, 
A you may need to toggle 


between Slice and Select functions of 
this tool. Instead of constantly accessing 
the toolbox and waiting for options to 
appear, press Ctrl (PC) or Command 
(OS) keys to toggle between them. 


To add points to a polygon 
image map area, select the 
Image Map Select tool and 
Shift-click where you want to add a 
point. To remove points froma polygon 
image map area, select the tool and 
Alt-click (Windows) or Option-click 
(Mac) the points you want to remove. 


By default, changes made 

to layers using the Layers 
palette commands and 
options apply only to the frame or state. 
You can use the Unify buttons in the 
Layers palette (and similarly the Match 
command) to apply changes to all states 
ina rollover and all frames in an 
animation. Unify layers respectively 
affect a layer’s style, position and 
visibility to all states ina rollover and 

all frames in an animation. 


TOP TIP 
Rollover styles (indicated by 
" a triangle in the upper-left 


corner of the style thumbnail) simplify 


rollover creation by enabling you to 
turna layer into a rollover effect with a 
single click. To apply a rollover style to 
a layer, select a layer, choose Windows> 
Styles and click the thumbnail forthe 
rollover style you want to apply. To create 
a rollover style, first create your states 
and apply effects. Then click the Create 
New Style button at the bottom of the 
Style palette, enter a suitable name and 
set its options before clicking on OK. 
The Include Rollover States option must 
be selected, 


You can apply optimisation 
settings to an animation as 
i you would with a non- 


animated image. Remember that only 
the GIF format supports animation, so if 
your image content is more suited toa 
JPEG, use the adaptive, perceptual or 
selective options to ensure colour 
consistency across frames. 


Photoshop's Save For Web 
feature now supports the 
i WBMP format, which is used 


for images to be displayed on mobile 
devices such as phones and PDAs. As 
this 1-bit format can only contain black 
or white, diffusion dither may cause 
detectable seams to appear across 
slice boundaries. Linking slices 
diffuses the dither pattern across all 
linked slices and eliminates the seams. 


You can specify which areas 
4 of an image should be given 
M priority, when optimised, via 
the masks. These can be created from 
scratch on alpha channels, based on 
vector shape layers or using masks 
created from all text layers in an image. 
With these masks in place, they can be 
selected directly from the Save For 
Web interface, through the Mask 
button either next to the JPEG quality 
or the GIF lossy sliders. 


Similarly, masks can now be 
used to optimise the amount 
A of dithering in a GIF PNG-8 


or WBMP image from the Save For Web 
interface. With a mask in place, white 
areas are defined to yield the most 
dithering, while black areas the least. 
Using masks in this way can provide 
much higher quality results at 
considerably lower file sizes. 


The File Browser is a great 
tool for having a visual 
overview of what a particular 


directory holds, and you'll find there 
will be occasions when you need to 
keep this open while you experiment 
with different images. Just hold 
down the Alt key and hit Return or 
double-click a selected file to open 
the image while keeping the File 
Browser open. 
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Activating the Include Animation Frames from 
the Rollovers palette provides the relevant 
option at the foot of the palette, allowing 
rollovers to include animated sequences. 


Converting CMYK images to 
RGB can give unexpected 

Al results. To shift colours to 
their closest web palette equivalent, 
select colours in the image and either 
click on the Web Shift button in the 
Colour Table palette or choose Shift 
Selected Colours to Web Palette from 
the Colour Table palette menu. 


Droplets are small and easy- 
to-create applications that 
\ apply optimisation settings to 


an image ora batch of images. You can 
drag a droplet onto the ImageReady 
Actions palette to create an action step, 
or drag a droplet onto a slice to apply 
the optimisation settings to the slice. 
The standard way of 
9 removing pixels froma 
Al selection is through the 
Layer>Matting>Defringe. You can also 
remove fringe areas by using the 
Advanced Blending sliders in the Layer 
styles dialog box, to remove areas from 
the layer or make them transparent. 
Alt-click (Windows) or Option-click 
(Mac) on the sliders to separate them. 
Doing this enables you to remove fringe 
pixels and retain a smooth edge. 


Using Filters>Extract is a fast, 
effective way to isolate an 
A image from its background. 


If you use Smart Highlighting to mark 
an object edge that's near another, 
decrease the brush size to reduce the 
risk of the highlight being pulled away. 
If the object has a uniform colouron one 
side but high contrast on the other, 
keep the object edge within the brush 
area but centre the brush on the 
uniform colour. > 
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Retouching 


hotoshop has always been the forerunner in 
image manipulation. With the arrival of 
h Photoshop 7, we saw the inclusion of the 
Healing brush and Patch tools. The formeris like a 
souped-up version of the Clone Stamp tool, but 
blends in to match the underlying area, allowing for 
easier retouching. The Patch tool replaces areas of an 
image from a sampled area using selections. 
The tools work best when used in conjunction with 
Photoshop's other retouching tools, like the Burn and 
Dodge tools. Adjusting the opacity of the Healing tool 


and having eight Blending modes to choose from also 
helps to produce seamless results. 

PS7’s two new tools are impressive but, as with all 
new features in any software package, a little guidance 
on how to get the best use out of them for your 
particular task is invaluable. Here's how to maximise 
PS7 for retouching... 


If you use the Patch tool to 
correcta difficult area where 
the contrast is high or the 
texture is complicated, feather the 
selection a little before dragging it to 
the sample area. The Feather effect 
helps to encourage smoother blending 
with the background around the edges 
of the selection. 


Fora quick wrinkle fix, select 
the Healing tool and, using a 
brush just bigger than the size 


of the wrinkle, sample the area just 
below the end of the wrinkle, then paint 
over it. To paint out the wrinkles 
completely, use Normal mode, in the 
Option bar. Fora more subtle effect, use 
Multiply and paint over ita few times. 


After working intensively with 
the Healing tool, the problem 
area will probably need a tidy 
up. Uncheck the Aligned box in the 
Option bar, then sample a neutral area 
of your image and dab over the areas 


that look obviously doctored, to help 
further blending of the correction. 


When healing a tricky area 
4 suchas hair, take samples 
q from several different areas 
as you apply the Healing tool and 
overpaint in problem areas to help 
blend the effect in more naturally. 
Use the smallest brush size you can 
get away with and sample from nearby 
pixels to ensure you get the closest 
match possible. 


After you've used the Healing tool to brush out all the unwanted wrinkles around the eyes, use the Burn tool to pop a bit of shadow 


back underneath the eyes. 
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Open your document, 
duplicate the Background 
a layer and work on the copy. 


The Healing and Patch tools apply their 
effects directly on to the pixels of the 
image, so work ona copy of the 
Background layer. You can then turn the 
layer on and off as you are working, to 
check against the original image. 


Alternatively, create a new 
layer and select the Clone 
Stamp tool to paint the 
problem areas onto the layer. Click on 
the Background layer to select it and 
Alt/Option-click on the damaged area, 
then click on the new layer and paint 
over and around the area. Finally, select 
the Background layer to sample the 
Healing Brush tool ina safe area, 
applying the effects to the copy. 


\ 


Ifyour original image is 
scratched and noisy, apply 

M the Dust and Scratches filter 
first, to clean up the whole image. This 
will get rid of most little blemishes. If 
the image is of poor quality, it will also 
smooth out any grain. You will be left 
with only the larger problem areas to 
deal with. 


Even though the Healing tool 
does a good job of blending in 
i with the underlying image, it 
can still be overused, just like the Clone 
Stamp tool. The result is a repetition in 
pattern, leaving obvious signs of 
retouching. To overcome this, view your 
image at actual pixel size when working 
in detail, then zoom out to see how 
obvious the results are. 


Changing the Brush size 
quickly, while working with 

( the Healing tool (or any 
Brush-using tool), is a real time-saver. 
By hitting the [] keys, the size will 
decrease or increase respectively to 
the next available brush size. It’s best to 


Selecting difficult areas for use with the Patch Tool can be done by using one of Photoshop's many 


methods, such as Select>Colour Range, 


use the smallest possible brush size, to 
minimise the retouching area. 


TOP TIP 


Use the Patch and Healing 

Brush tools togetherto 
achieve the best results in very difficult 
areas, such as images with chunks of 
information missing where unscanned 
originals were torn or scratched. First, 
draw a selection around the area using 
the Lasso, then in Select>Colour 
Range, click the Eyedropper onto the 
damaged part of the image to make the 
selection, adjusting the Fuzziness until 
only the area you want to patch up is 
selected. Drag the selection toa similar 
area of the image. Now you can de- 
select and tidy the edges of the patched 
area with the Healing tool. 


TOP TIP 


A quick colour fix comes 

from setting up actions to 
batch process conventional or digital 
shots, where the studio conditions and 
lighting are constant. First, open an 
RGB image and create a new set of 
actions. Click on the Record button and 
select Auto Colour. Convert to CMYK 
and choose Auto Levels and Auto 
Contrast if needed. Hit the Stop button, 
then go to File>Automate>Batch and 
fill in all the details in the dialog box. 
If the images need more precise 
correction, make the settings manually. 


The Patch tool is handy when 
you have an image with lots 
a of hairs and dust ; the typical, 
rushed, white background studio shot. 
Dust and Scratches will do a good job 
of tidying it up, but there can bea slight 
loss in quality. Simply use the Patch 


tool to replace the hairy bits with 
sampled pixels from a similar area. 

To give you a clear view of what you are 
doing, hide the selection to get rid of 
the marching ants. 


There are eight Blending 
modes to choose from in the 
A Healing tool: Normal, 
Replace, Multiply, Screen, Darken, 
Lighten, Colour and Luminosity. The 
most commonly used will be Normal, 
Multiply and Lighten. Experiment with 
the others to apply unusual effects. | 


Attack a problem area such 

asa rip or tear in the original 
i from both sides. First, use the 
Patch tool to replace the missing 
information in the area with a similar 
part of the image. Then use the Healing 
tool to blend in the worst bits — use a 
small brush and carefully build up the 
detail, correcting a small area on each 
side ata time. 


Knowing keyboard shortcuts 

can save time. The Alt/ 
‘ Option key comes in very 
handy when precision alignment is 
required using the Healing tool. First, 
Alt/Option-click on the area from 
which to sample, then hold down the 
Alt/Option key with the cursor over the 
destination area to pinpoint where the 
correction will be made. 


Use the Healing tool to doa 
general tidy-up on a face 
‘ with lots of imperfections. 
Take a sample from an unblemished 
part with the same tone as the area you 
want to fix. Uncheck the Aligned box in 
the Options bar and dab all over, 
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If the Healing Brush Tool doesn't do the trick first time, you can fade the effect by going to 
Edit>Fade Healing Brush and playing with the opacity. 


changing the sample area as the tones 
change. Follow the contours of the face 
if you are using brush strokes to make 
the effect look more natural. 
7 retouching tools with the 
Healing and Patch tools is 

effective. The Burn tool applied under 
the eyeline to the Midtone range, on 50 
per cent Exposure, will darken the area. 
This creates a natural-looking shadow 


that adds depth to the eyes. Use a brush 
about the same size as the pupil. 


Using Photoshop's other 


If you are only distorting part 
of an image when using the 
a Liquify filter, make a 
selection of the area with the Lasso tool 
before opening the filter. The filter will 


then work faster, concentrating ona 
smallarea. You can feather the 
selection to soften the joins. 


To fade the effect of the 
Healing Brush tool when it 
doesn't look realistic enough, 
select Edit>Fade Healing Brush after 
painting a brush stroke. A Fade dialog 
box pops up, in which you can adjust 
the opacity until the effect blends in. 
The shortcut is Shift+Ctrl/Command+F. 


@ Check [Ww] www.adobe.com 
’ for the latest tutorials and 

i advice on all Photoshop 
issues. QuickTime movies in the Expert 
Centre go through retouching in detail. 
There are links to other sites which are 
full of Photoshop tips and tutorials. > 


(Cail 90 BR Mec 9 


Follow contours of the skin as you paint out features. Here, freckles on a girl's face have been brushed 
out with the Healing tool, sampled from just under the cheek, with the Aligned box unchecked. 
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Compositing 


dobe Photoshop has long been the tool of 
choice for serious compositing work. Be it 
\ for film, broadcast, print or the web, the 
application has an excellent set of tools for layering, 
blending, masking and adjusting the various source 
images so that they form a seamless whole. 
At first glance, it may appear as though version 7 
doesn't seem to offer many new features in this area. 


opposite to be true: with just a little knowledge of how 
to apply the varied toolset of PS7 to your tasks, you 
can leverage the latest features to speed up the 
solving of some common compositing problems. 
Here, we've selected 20 key ways to improve your 
compositing workflow and techniques. 


However, a closer inspection soon reveals the 


Of the new tools in PS7 that 
help with compositing, 

N Pattern Maker is probably 
not the most obvious. You can use 
Pattern Maker to fill in parts of a 
composite image. The technique 
tends to work particularly well on 
areas that have a high amount of 
random detail, such as foliage. This is 
useful if you find you've run out of 
image — near an edge perhaps — and 
need to fillit in. 


You should already be familiar 

with tweaking an image using 
i Liquify; useful for adding a bit 
of organic distortion to objects orto 
slightly adjust positions of pixels. If 
you're doing this on part of an image 
that also has a layer mask, you'll notice 
the mask is not affected. To maintain 
the relationship between masks and 
layer, simply save the Liquify mesh 
before you apply it, select the mask, run 
Liquify then reload the mesh. 


Layer 
Change Layer Content 
Layer Content Options.. 


Type 
Rasterize 


New Layer Based Slice. 


‘Add Layer Mask 


Enable Layer Mask 


Add Vector Mask 


Enable Vector Mask 
Group with Previous 


ngroup 


Arrange 
Align Linked 
Distribute Linked: 


Lock Ait Layers tnSet.. 


Merge Down 
Merge Visible 
Flatten Image 


Photoshop 7 boasts five new 
layer blending modes. These 
A are Linear Burn, Linear 
Dodge, Vivid Light, Linear Light and Pin 
Light. The first two work like the normal 
Dodge and Burn modes, but reduce or 
increase brightness rather than 
contrast. Linear and Vivid Light use a 
Dodge and Burn method to affect 
the layer below, using 50 per cent grey 
as the neutral point. Vivid changes the 
contrast, Linear changes the brightness. 


Use the Remove Black Matte command when compositing 3D elements with their black backgrounds removed. 
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Pin light can be very useful 
for compositing because it 
i replaces pixels rather than 
modifying their values, therefore the 
brightness and contrast in both layers 
remain unaltered. In essence, it 
works like a mask, but using 50 per 
cent grey as a neutral point. Brightness 
values in the blending layer that are 
greater than or less then 50 per cent 
are variably opaque, while 50 per cent 
grey is transparent. 


When painting, you can 

choose different Paint Apply 
A modes. Aside from the modes 
that are offered in the Layers palette, 
you can choose from two further ones: 
Behind and Clear. Behind enables you 
to paint into transparent areas without 
affecting current pixels (like painting 
onthe back of a transparency). Clear 
turns any tool into an eraser, deleting 
pixels as you paint. 


When compositing 3D 

elements, you need to remove 
a the black halo that you get 
when the object is masked (unless you 
can create a Straight Alpha in your 3D 
app). To speed this workflow, create an 
action that does the following in the 
newly-opened, rendered image: 
double-click Background and make it a 
layer, load Alpha Channel as Selection 
and then apply Selection as a layer 
mask. Delete layer (Accept dialog to 
apply the mask), run the Layers> 
Matting>Remove Black matte 
command (see tip 20). End action. 


For precise angular alignment 
of elements in an image, a 
protractor for measuring 
angles is essential. There is no 
Protractor tool as such — instead you 
use the Measure tool. Drag out a line 
with the tool as normal, then Option- 
dragging the endpoint will begin a new 


Leverage the Clipping Group and Blending mode features of Photoshop to give you extra 


masking options. 


line. The angle between the two lines is 
displayed in the Option bar. 


A lesser-known but excellent 
feature of the Crop tool is 
A the Perspective option. If 


you enable it, you will be able to 
correct perspective distortion ina 
photo so that you can use it ina 
composition as if it were photographed 
head-on. To do this, Command-drag 
the corners to match the cropping 
border to perspective-affected straight 
lines. When you accept, the image will 
be corrected. 


When compositing using 
Blending modes, you may not 
know what is the ‘neutral’ 
colour To find this out fora given 
Blending mode, create a new layer 
using the pop-up menu option in the 
Layers palette. Select the desired 
mode and click the Fill With Neutral 
Colour checkbox. The text next to this 
tells you what the colour will be. 


When creating layered 
effects it is sometimes 
necessary to have a Fill 
colour in place first (such as black for 
alens flare, 50 per cent grey for 
Lighting effects). There are a few 
different ways to do this: Edit>Fill, 
Bucket tool, shortcut keys (Command 
or Option+delete to fill with the 
background or foreground colours). 


When compositing a 
knocked-out object over a 
\ different background, you 


can quickly help to blend the edges 


by loading the transparency mask as 
a selection, choosing Select> 
Modify>Boards (and entering a 
value for the width of the boarder in 
pixels) then applying a little Gausian 
blur. This has the effect of feathering 
the edge. 


The Layer’s palette in 
Photoshop 7 features a new 
Fill Opacity slider as well as 
the main Opacity slider. This is used to 
adjust the actual pixels ona layer 
independently to any effects that may 
be applied. For example, if you have 
composited a layer and added a 
drop-shadow layer style, you can use 
the Fill opacity to adjust the pixel 
opacity without reducing the opacity 
of the shadow. 


TOP TIP 
As mentioned, you can filla 
\ layer with key strokes using 


the foreground or background colours. 
However, you may also filla layer with 
any History state. Use Command+ 
Option+Delete to do this, and make 
sure you define a step in the History 
palette as a Source (click the column 
at the far left of the palette). 


You can simplify layer 
management when you are 
A experimenting with a 


composite image, by creating flattened 
copies of your composite as a layer. 

To do this, you first need to choose 
Select All, then Shift+Command+C 
(copy all visible layers) and then 
Command-+V to paste into a new 

layer. Below this set is the layered 


Photoshop 7 tips Feature || 


When using the Liquify filter, save the mesh if your layer has a mask applied, then you can re-apply 


the Liquify effect to the mask. 


version of the document, which frees 
you up to experiment over the top in 
new layers. 


Make use of the new 

Presets palette whenever 
i possible to speed up general 
compositing tasks. For instance, you 
can create presets for your most 
frequently used brush settings (such 
as 200 and 300-pixel Hard brushes 
for painting large areas of a mask), or 
save quick settings for the Magic 
Wand: Low, Medium and High 
tolerance. Set the Presets palette to 
show only presets for the current tool 
to keep the list small. 


i Working ina single layer 
16 mask can be tricky if you 
want to create complex 
blending effects. However, Paint 
Apply mode will make life much 
easier. Supposing you have a layer 
mask isolating an element ina layer, 
rather than freeze that layer by 
removing the mask so that you can 
begin another one, you can modify 
the mask intelligently. For example, 
in order to blend the element with a 
gradient, try using the Gradient tool, 
but set its Apply mode to Multiply 
and the gradient to black-white. 
The white in the gradient will be 
transparent, thereby maintaining the 
element's mask. 


Option-clicking between 
layers in the Layer palette 
creates something called a 
Clipping Group, which uses the 
bottom-most layer’s transparency 


mask to mask the layer above it. 

This will save on file size and memory, 
because you won't need to add a layer 
mask to the layer you want to mask. 


Clipping groups can contain 
as many layers as you like. 
Option-click between each 
subsequent layer you wish to append to 
the group to add it. Each layer added 
becomes indented in the layer's palette 
to show it as part of the group. 


TOP TIP : 
Using Clipping Groups, it 
\ is possible to add multiple 


masks to layers. If you have a layer 
that already has a mask but needs a 
second, independent mask for it, first 
fill a new layer below it with black 
and create a Clipping Group, then 
set this pseudo-mask Blending mode 
to Screen. Finally — the most 
important part — in the Layer Style 
palette, turn off the ‘Blend Clipped 
Layers As Group’ option. Use the 
Eraser in the black layer to mask the 
object above. 


When compositing 3D 
elements into an image, you 
Ah need to have an alpha to 


easily remove the background. 
However, even with an alpha you 

will be left with an edge around your 
object that contains some background 
colour. When you render, make sure 
you use either a white or black 
background, apply the mask, then run 
the Layer>Matting>Remove 
White/Black Matte command to get rid 
of the edge 
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50 more tips for 
Photoshop 7 


Just in case you've overlooked any of 
version 7's superb new features, we 
bring you another 50 top tips to make 
your working experience more efficient, 
enjoyable and intuitive... 


ersion 7 of the world's 
f favourite image-manipulation 
program introduces some of 
the best new features yet. The 
File Browser allows you to rank and 
rename your files from within Photoshop, 
while the Healing Brush tool makes those 
tedious touch-up jobs a breeze. 
But who's got the time nowadays to 
painstakingly work out all the little tricks 


and tips to make this powerful package 
work best for you? Well, we've sat down 
and ploughed through the new features to 
bring you 50 more of the most useful tips 
for Photoshop 7 — from configuring the 
best Colour Settings for print to using the 
Preset Manager to create your own tool 
presets. The tips are grouped by tool or 
command, so you can easily find those 
tips most relevant to you. > 
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Colour Settings 


Colour Settings have advanced from earlier versions 

of Photoshop and in the process have become more 
complicated. This colour set-up will produce a good 
standard for colour images printed on coated stock. 


Go to Edit>Colour Settings, then select the CMYK 


pop-up menu under the Working Spaces area. Scroll 
to the top for Custom CMYK, and set the Ink Colour to 


Eurostandard (Coated). 


Dot Gain manages the ink spread when an image is 
printed. It occurs when the raised dot ona printer's 


plate is pressed down onto the paper, causing the ink to 


spread a little. Dark areas, therefore, appear darker. Set 
the Dot Gain to 9-10 per cent — this setting will lighten 
images to compensate for the printing process. 


In the Separation Options area, click on the UCR 
bullet point. Under Colour Removal (UCR) replaces 
some of the cyan, magenta and yellow from neutral areas 


File Browser 


You can use the File Browser to 

Batch Rename files. To do this, 
choose a folder and make sure that 
none of the files are selected. Then 
select Batch Rename from the 


pop-up menu atthe right of the File 


Browser tab. A window appears 


allowing you to fill in the type fields 
and choose a destination folder and 
compatibility between Windows, Mac 


and Unix systems. 


The File Browser can also be 
used as a source folder when 


performing a set of actions, using the 
File>Automate>Batch... command. 
This proves useful if some of the files 
need to be rotated, as the individual 
files can be rotated in the File Browser 


before running the actions, 


After renaming files, the File 
Browser may not automatically 


update itself. Choose Refresh Desktop 


View from the Palette menu to 
reorganise the files in the proper order. 
Files can also be renamed by selecting 
the file name in the File Browser and 
typing over it. 


Files can be sorted by rank and 
[2 Ne a letter from A-E in the File 
Browser. If you want to rank several 
files at once, select the files by either 
Shift-clicking two files to select a 
group or Command/Control-clicking 
to select files from anywhere in the 
folder. Then Control/Right-click ona 
thumbnail and choose a letter from the 
pop-up menu, 


Select Details from the File 

Browser’s palette menu or from the 
bottom of the window to show each 
file's thumbnail with corresponding 
information such as rank, file format, 
colour settings and embedded profiles, 
dpiand file size, 


History Palette 


If you're experimenting with an image and want to 
save certain stages to refer back to, click on the 
Create New Snapshop bottom of the History palette. 

From the window that appears, choose either Full 
Document, Merged Layers or Current Layer for the 


snapshot contents. The snapshot is then stored at the 


top of the list. 
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with black to produce cleaner, deeper shadows and also 
quickens the ink’s drying time. Grey Component 
Replacement (GCR) does a similar thing but replaces 
neutral and coloured areas made up of CMY with Black. 


The Black Ink Limit should ideally be set to between 
5-95 per cent, which is the standard used by repro 
houses and printers in Europe. This sets the darkest 
areas of an image to a maximum output value of 85-95 
per cent. If the value is set to 100 per cent, there is the 
possibility of the dark shadows filling in. 


Total Ink Output can be set from 200-400 per cent. 

‘The ideal would be between 280-300 per cent for 
web offset printers. For sheet-fed printers, you could set 
the value to a maximum of 350 per cent. Again, the 
higher the value, the more ink is printed and the higher 
the possibility of losing detail in an image. Printers will 
ask for these values as a standard. 


Making several snapshots from different stages of 
an illustration gives you plenty of options from 
which to choose a final image. But remember that the 
snapshots are only active while the document is open 

and are not saved when the file is closed. 


Getting accurate colour from screen to print can be a tricky 
process if you're not familiar with the colour settings in 
Photoshop. Follow the steps in this group of tips to got a standard 
colour set-up for European presses. 


this task on aregular basis. 


To open several images at once 

using the File Browser, select the 
folder from which you want to open the 
files and Option/Alt double-click on 


the first thumbnail. The file then opens 
in Photoshop leaving the File Browser 
still active to repeat the process on all 
the other files you wish to open. 


‘To create a snapshot each time a documentis 

saved, click on the triangle at the right of the 
History palette and choose History Options. 
Check the ‘Automatically Create New Snapshot 
When Saving’ option. 


F_Select_iter_View Window Help 


‘The Brushes palette has become more extensive in Photoshop 7. The ability to create custom 
brush tips and copy the attributes to other tools allows seamless painting throughout your image. 


Healing Brush Tool 


When using the Healing Brush tool on a grainy or noisy image, choose 

Replace as the Effect Mode in the Options bar to preserve the texture at the 
edges of the brush stroke. This setting is particularly useful on grainy or noisy 
images as the area being healed is less likely to be smoothed when blended. 


Maybe an obvious one, but it’s always a good idea to duplicate the working 

layer when applying extension corrections to an image using the Healing 
Brush tool. Then if a mistake is discovered that is too far down the History 
palette to find, you still have the original intact. 


Layers 


Aswellas the master opacity, which controls the overall opacity for the layer, 

the Layers palette now includes a Fill Opacity option that governs the opacity 
for the interior of the layer. When applying a Layer Style, use the Fill Opacity to 
set the level of the layer contents without affecting the opacity of the Layer Style. 


Want to make a composite layer from all the layers in a document without 

merging down? Create a new layer, select Merge Visible from the Layers 
palette while holding down the Option/Alt key. The information from all the 
layers is now contained in this new composite layer. 


To make a composite layer from a selection of layers, create a new layer and 
link it to the other layers. Using the same process, hold down Option/Alt as 
you choose Merge Linked from the Layers palette. 


Ae change the colour of soft-edged brush strokes on a layer, click on the 

ck Transparent Pixels button in the Layers palette, Now you can choose a 
new colour and fill the pixels by using the Paint Bucket tool or pressing 
Option/Alt-Shift on your keyboard. 
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Brushes Palette 


To see previews of all the brushes in 
the Brushes Palette, position the 
cursor over a brush fora moment until 
the tool tip appears, Then, as you move 

over each brush, a sample preview 
appears in the window at the bottom 
of the palette. 


To create a new brush tip shape, use 

the Marquee tool to select part of an 
image, then go to Edit>Define Brush, 
name it and click OK. The brush will 
appear in greyscale if sampled from a 
colour image. You can then create a 
Dual Brush using this new preset and 
another brush. 


The Colour Dynamics option in the 

Brushes palette allows you to 
create brushes with varying colour, hue, 
saturation and brightness jitter. 
Experiment with the settings to produce 
amazing brushes that change colour 
and size as the stroke is produced 
according to the randomness values. 


Select the Protect Texture option 

nthe left of the Brushes palette 
when painting with multiple textured 
brush tips. This will ensure that a 
consistent canvas texture is simulated 
throughout the image. 


You can copy the texture and scale 

of a brush to other tools that support 
textures, like the Pencil, Stamp tools, 
Eraser, Dodge, Burn, and Sponge tools. 
Create the texture in the Brushes 
palette, then select Copy Texture to 
Other Tools. Other dynamics can also 
be copied over, such as shape, 
scattering and colour. 


To change from one brush to 

another when you're ina hurry, 
Control/Right-click and hold on the 
canvas, The Brushes palette will pop up 
enabling you to scroll through the list. 
Once you've selected a new brush, 
simply let go of the mouse button to 
carry on painting. 


Crop Tool 


When using the Crop tool on an image where the greying out of the cropped 
area makes it difficult to see what's going on, press the / key to turn the 
shield off. Pressing the / key repeatedly will toggle between shield on and off. 


If you need to crop an image without losing information that falls into the 
shield area, select Cropped Area: Hide in the Options bar. This allows the 
hidden information to still be dragged back on to the canvas in future. 
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In Photoshop 7 you now have the option of cropping an image without losing any information 
in the process. This is a valuable trick if you think you may need to reposition parts of your 
image that hang off the canvas area. 
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Preset Manager 


Most tools have a range of presets 

to choose from. To get the most 
comprehensive selection for each tool, 
choose Edit>Preset Manager, then 
select each Preset Type in turn and 
click on the triangle to bring up a 
menu with all the available presets 
for each tool. Select each one and 
append the list. 


You can also rearrange the order in 

which tool presets appear in the 
palette, Go to Edit>Preset Manager 
and drag the items you wish to move to 
anew location in the list. If you've gota 
large list of presets, you can view them 
by text only by clicking on the triangle 
to the right of the Preset Type. 


Create your own libraries of 

presets in the Preset Manager. 
If, for example, you want to save a 
library of brushes, choose Brushes 
from the Preset Type and then Shift- 


select the brushes you would like to 
save. Click on the Save Set button and 
give the set a name. Then save the set 
in the Brushes/Preset folder for the 
new library to be displayed at the 
bottom of the list. 


ae ensure that the file extensions 
re correct when saving several 
different types of libraries at once, go 
to Edit>Preferences>File Handling... 
and choose Always from the Append 
File Extension option. 


To view brushes with a stroke 
preview in the Preset Manager, 
click on the triangle and select Stroke 

Thumbnail. This option is only 
available with brush presets, but will 
make creating a set of brushes easier. 


Colour Palette 


The Colour palette has a colour ramp at the bottom showing the current colour spectrum 
selected. To quickly scroll through the available spectrums, Shift-click inside the colour 


ramp until you get to the one you want. 


Here are two easy ways of creating your own colour swatches. First, choose one of the preset 
swatches from the pop-up menu in the Colour palette, delete any colours you don't want by 
holding down Option/Alt and clicking on them. Then click onthe triangle and choose Save 


Swatches from the menu. Save it in the Presets\Colour Swatches folder. 


The second way is to choose a swatch with very few colours in it, like HKS Z.aco, and delete 

all the colours. Then make up your own swatch of colours by either using the Eyedropper on 
an image or creating colours using the Colour Picker or Colour Palette and clicking on the 
Create New Swatch button. Then save the swatches in the same way as before, making sure the 


file extension is .aco. 


Text 


To check the spelling of suspect words, first click inside the text then open the 
Character palette and click on the language pop-up menu to select a language 


Then go to Edit>Check Spelling to correct the mis-spelt word or add it to the 


dictionary ifthe word is spelt correctly. 


If you're dealing with a large amount of text and need to replace certain 
words, select the text layer and go to Edit>Find and Replace Text... Type or 
copy and paste the text to be changed into the Find What box, then select from 


the options available. 


You can now create a set of type styles for regular graphics such as web pages 


and adverts. To do this, first apply the right attributes to your text, then click 
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The Praset Manager holds all the tool presets information. The ability to create your own 


library of presets can save valuable time when performing the same tasks on a regular basis. 


Photoshop has an extensive range of colour swatches to choose from to suit various 
output options. But what if you want to create your own colour swatch? Well, now you can. 


on the triangle in the Tool Presets window, select New Tool Preset and give your 
new type style a name. 


You can change the font name and size of any text in the options bar quicker by 
ising keyboard shortcuts. First, select the text layer, then click on the font name 
in the options bar. Now use the arrow keys to scroll through the list of fonts. Hit Tab 
to select the font size. 


Hold down the Shift key while using the arrow keys to increase or decrease the 

font size in increments of 10 in the Text options bar, Holding Shift and pressing 
an arrow key in the font name list will make the list jump to the beginning or end, 
according to which direction is pressed. 


Layer Styles 


To use more than one Layer Style preset on a layer, Shift-click on another 
preset in the Layer Styles palette to add it to the layer’s list of effects. The 
effects will be blended to create a new effect. 


To create a new Layer Style preset from a designated layer's effects, simply 

drag the effect from the Layers palette to the Styles palette. A window will 
pop up for you to name the 
new style and include Layer 
Blending Options. 


Layer Styles can be 

scaled by going to 
Layer>Layer Style>Scale 
Effects or by Control/Right- 
clicking on the Layer Styles 
icon in the Layers palette. A 
window pops up witha sliding 
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Useful for fine-tuning an opening the Layer Styles window? The Scale Layer 
effect without having toopen _ Effects command allows you to do just that. But note 
the Layer Styles window. that layer effects are scaled universally. 


Colour 


Here's a quick way to change the Here’s how to view only the 
colour of the guides when working colours within the CMYK gamut 
onan image where the guide colour —_ inthe Colour Picker. Open the 
{s too similar to a predominant Colour Picker, then choose 
colour in the image. Hold down View>Gamut Warning and notice 
Command/Control and double- how parts of the picker are greyed 
click ona guide to bring up the out to help you avoid choosing a 
Preferences window, then choose colour that will look completely 
another colour and click OK. different in print. 


Never choose a colour that's out of gamut again by using the Gamut Warning option when 
selecting colours from the Colour Picker. This is a great way of seeing which colours are 
available close to the edge of the gamut range. 
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There are three auto colour correction commands in Photoshop 7. These are: Auto Levels, Auto 
Contrast and Auto Colour. Each uses an algorithm to determine how the correction is performed. 
These can be manually adjusted using Auto Colour Correction Options. 


1 You can change the Auto Correction options in the Levels or Curves dialog box by 
clicking on the Options button. There are three options to choose from: ‘Enhance 
Monochromatic Contrast’ makes the highlights lighter and the shadows darker; 
‘Enhance per Channel Contrast’ produces a more dramatic correction and changes 
colour castes; ‘Find Light and Dark Colours’ finds the average lightest and darkest 
pixels and uses them to maximise contrast. You can select any of these as a default 
algorithm for all colour adjustments. 


Palettes and moveable dialog boxes are always saved in the same place in 
Photoshop whenever the application is quit. But if you prefer to save your 
own workspace, open and position the palettes you require and choose 
Window>Workspace>Save Workspace and type in a name. You can create several 
workspaces for different uses. 


To duplicate an open Photoshop document without having to OK itin the 
Duplicate image window first, hold down Option/Alt when choosing Duplicate 
from the Image menu. The copy of the file will then open as a separate document. 


To create a text knockout effect, place a text layer over a layer with a shape or 
rai area to knockout from over an image background layer, Choose Blending 
Options from the Palette menu and set the Knockout option to Deep to reveal the 
background layer. This technique can be used on several overlaying layers with 
Layer Styles to add special effects. ll 


Advanced Blending options now allow you to create excellent blending effects such as knocking 
text out of a background layer using an intermediate layer as the base for the effect, 
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‘Techniques Chapter 4 


Even if you're a professional graphic artist, there's 
always new tricks and tools to learn in Photoshop. 
Master more of the skills that matter with the help 
of our comprehensive look at Photoshop techniques... 


128 The art of sharpening 


133 Colour management with digital cameras 


138 Faster results in Photoshop 


145 Photoshop Vectors 


149 Customise your Photoshop tools 


154 Designing T-shirts using Photoshop 


159 Scanography techniques 


163 Designing to a brief 


167 Crazy natural media effects 


173 From Photoshop to the web 


178 Creating montages 


185 Classic Photoshop techniques 
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‘The art of sharpening Tutorial 


The art of 
sharpening 


Hidden away in the Other sub-menu, 
the High Pass filter isn't the most 


glamorous of Photoshop's plug-ins, 
but it's bursting with potential... 


ne of the reasons for Photoshop's popularity is the huge number 
fi  ] of third-party plug-in filters available for it. The chances are that 

whatever effect you want to achieve, there's a plug-in that can do 

it, or one is in development. The downside to this constant supply 
of impressive effects is that Photoshop's standard filters get overlooked, 
especially innocuous-looking ones like High Pass, a well-kept secret in the 
backwaters of the Others sub-menu. 

At first sight, High Pass appears fairly mundane — all it seems to do is 
flatten and desaturate an image. But once you understand how it operates 
you'll appreciate the tool's extreme versatility. It’s part of a family of filters 
that enables you to manipulate the different frequency ranges of information 
that compose an image. 

Over the next few pages, we'll explain exactly how High Pass works. 
Using practical demonstrations, we'll look at how High Pass can be used as a 
more flexible alternative to Unsharp Mask for sharpening images, and as a 
tool for removing distracting background patterns present in tiled textures. > 
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Part 1: How the High Pass filter works 


Just like a sound wave, an image contains a range of frequencies which represent spatial 


information — the High Pass filter subtracts an image's low frequency range... 


Fourier 


Itwas the 18th century 
mathematician, Jean Baptiste 
Joseph Fourier, who discovered 
that any signal, such as the data 
describing an image, could be 
broken down into a set of sine 
waves of varying frequencies. 
‘You can find more information 
about Fourier and his work at 
[wl www-groups.des st-and.ac.uk 
7 history/Mathematicians 
/Fourierhtmt 


f you've ever played around with 
| the graphic equaliser on your hi-fi, 

you'll be aware that sound waves 
are composed of a range of frequencies. 
These range from low frequency bass, which 
has a long wavelength, to high frequency 
treble which has a short wavelength. An 
image is like a soundwave, with frequencies 
of spatial information. The low frequency 
‘bass’ information provides the image with 
depth, while the high frequency ‘treble’ gives 
the fine detail. 

The diagram below shows an image 
along with its high and low frequency 
components, and curves that describe the 
luminosity values of the highlighted line of 
pixels in each case. Where a pixelis bright 
the curve is high, and where a pixel is dark 
the curve is low. In areas of the image where 
there is a lot of detail, such as the windows 
in the white building, the curve contains a lot 
of high frequency spikes; smooth areas are 
represented by low frequency waves. 

Taking this knowledge back to 
Photoshop, it should now be apparent that 


the High Pass filter subtracts an image's low 
frequency range, isolating the high 
frequency detail. Itis the opposite of 
performing a Gaussian blur, which would 
remove detail and leave the low frequency 
depth information. The two filters are 
members of the same family. 

Animage that has been filtered with 
High Pass looks flat and desaturated, 
because it has a greatly reduced tonal range 
and therefore less contrast. Take a look at 
the pixel distribution histogram of a High 
Pass filtered image and you'll see that it is 
concentrated around the grey midtones. The 
same effect occurs to a Gaussian-blurred 
image, but as the high frequency component 
defines a smaller amount of an image's tonal 
range, the effect is less pronounced. 


Practical Passing 

Clearly, an image's apparent sharpness is 
related to its high frequency component. 
This suggests you could boost an image's 
sharpness by placing a duplicate layer above 


it, applying High Pass to that layer and then 
setting it to one of the additive blend modes. 
But why not just use Unsharp Mask? While it 
would be okay in most cases, Unsharp Mask 
lacks flexibility, as it must be applied directly 
to the entire source image ora predefined 
selection. The advantage of the High Pass 
technique is that it's applied to a separate 
layer; preserving the original image for 
future editing and enabling the sharpening 
effect to be interactively adjusted with 
blending modes and layer masks. 

Another useful characteristic of High 
Pass is that it removes the low frequency 
element of an image; handy when preparing 
tiling textures for use ina 3D package. The 
human brainis adept at picking out patterns 
in images. If a texture has a strongly-defined 
low frequency pattern it will be obvious 
whenit's tiled. High Pass offers a quick way 
of ‘normalising’ a texture by removing those 
background variations. This only works when 
the desired result is a relatively uniform 
texture. On harsh low frequency elements, 
the filter will do more harm than good. 


The curves show the luminosity of the line of pixels highlighted in red in the original image and its low frequency and high frequency components. The component images 
were generated using the Gaussian blur and High Pass filters respectively, both set to a radius of 5 pixels. 
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Part 2: High Pass sharpening 


The High Pass filter offers a more flexible way of sharpening an image than the old 


faithful Unsharp Mask. Here's how... 


Over-sharpen 


Any image that is going to be 
output as halftone should be 
slightly over-sharpened on 
screen, to compensate for 
the blurring that process 
naturally produces, 


oO This is our sample image with Unsharp Mask 
being applied. These settings have sharpened 
the foreground well, but left the background too 

blurred. This is exactly the sort of image, with areas 
that require different levels of sharpening, that can 
benefit from the High Pass technique 


Change the sharpen layer’s Blend mode to 

Hard Light. If you ever need to do a subtle 
sharpen on an image you can use Soft Light instead 
It has strongly boosted the entire image's contrast. 


With the sharpen background layer selected, 
apply the High Pass filter with a Radius of 1 
pixel to boost the backgrounds sharpness. 


Open the cityscape.psd file that you'll find on 

your cover CD. Select the Zoom tool and click 
on the Actual Pixels button in the Options bar. It’s 
vital that you view an image at full size while 
adjusting its sharpness so that you aren't thrown by 
Photoshop's anti-aliasing. 


3 | Duplicate the Background layer by dragging it 
onto the Create a New Layer button at the 
bottom of the Layers palette. Select Layer>Layer 
Properties and rename the copied layer ‘sharpen’ 


With the sharpen layer selected, choose 
Filter>Other>High Pass. Set the Radius to 1 
pixel and apply the filter. Now the foreground is 
sharpened by the right amount, you can move on to 
the background areas. 


Create another duplicate of the Background 

layer, stack it above the Sharpen layer, rename 
it ‘sharpen background’ and set it to the Hard Light 
Blend mode. 


Click on the Sharpen Background layer’s mask 

icon in the Layer palette to switch to editing it. 
Use the Airbrush with a small, soft-edged brush to 
paint in the sharpening where needed on the white 
bridge and buildings on the far side of the river. > 


a | To control which areas of the image are 
affected by the sharpen background layer you 
must give it a layer mask. With the sharpen 
background layer selected, go to Layer>Add Layer 
Mask>Hide All 
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Part 3: Removing patterns from textures 


If a texture has strongly pronounced background tones, it may exhibit a distracting, 
regular pattern when tiled. The High Pass filter offers an easy remedy... 


Even illumination 


You can minimise the amount of 
texture correction work you need, 
todo in Photoshop by taking care 
to evenly light yoursource 
photographs. Try to photograph 
outdoor textures on overcast 
days when the clouds naturally 
diffuse the sunlight, and avoid 
sing a flash. as it produces 
strong directional lighting with 
washed-out highlights that lack 
salvageable detail, 


Multi-texturing 


‘A good way to disguise the 
repetition of a tiled texture that 
has been applied to.a 3D model 
{sto overlay itwith another low 
frequency texture, This could 
be eithera larger bitmap tiled 
to be out of step with the 
original texture ora simple 
procedural material. 


Here's our source texture after it has been 

made to tile, using the standard technique of 
wrapping its edges around to the centre and cloning 
out the visible seams. It fits together perfectly but 
has an obvious repeating pattern. 


If the background pattern you removed 

included colour variations, you should 
manually rebuild the image's colour balance using 
Image>Adjust>Curves. Working on the RGB 
channel, use the dropper buttons to set the black, 
white and grey points in the texture. 


Open the source texture in Photoshop 

(brick.psd from your cover CD). We won't try 
to remove the seam at this stage as it could shift 
harsh tonal transitions from the edge of the texture 
to its middle, where the High Pass filter wouldn't be 
able to completely remove them. 


If the pattern was only caused by variations in 

luminance - the result of uneven illumination 
when the texture was photographed — you can 
quickly restore the colour balance by selecting 
Edit>Fade High Pass (Filters>Fade High Pass in 
Photoshop 5.5 and carlicr) and changing the mode 
to Luminosity. 


6 Apply the Offset filter again with the same 
settings by pressing Command/Ctrl+F to move 
the texture back to its original position. If you 
accidentally introduced new seams while cloning 
around the edges of the texture during the last step, 
remove them now. 
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To quickly check that the pattern has been 

completely removed you can generate a tiled 
sample. Select all and then pick Edit>Define Pattern 
to grab the texture as a pattern and call it ‘Brick’. 
Create a new document 1000 pixels square. 


12 Select Filter>Other>High Pass. Set the Radius 
so it's larger than the details you want to 
preserve but still gives the texture a uniform 
background; in this case make it 20 pixels. The filter 
removes the low frequency pattern but also 
desaturates the image. There are two ways to fix it. 


Herroenn [pier 
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Choose Filter>Other>Offset and set the 
w Horizontal shift to 150 and the Vertical to 155 
pixels, ensuring the Wrap Around radio button is 
selected, and apply the offset. Paint out the seams 
with the Clone tool. Use a small, hard-edged brush 
at 100 per cent opacity to avoid blurring the texture. 


Select the Paint Bucket tool, change the Fill 
pop-up (or Contents pop-up in the Options 
palette in Photoshop 5.5 and earlier) in the Options 
bar to Pattern and select the Brick fill from the 
Pattern pop-up. Fill the document and there you 
have the texture tiled without the hint of a 
repeating pattern. 
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Colour management 
with digital cameras 


How do you colour-manage images that have no colour device 
profiles? Sort out your digital camera concerns with Photoshop's 
profile assignment features... 


igital cameras represent a normalising the input from digital Asa result, you can't produce a 
loose link in the digital cameras is still to be established, but meaningful |CC-compatible colour 
colour management chain. Photoshop can help bind these devices profile fora digital camera: it would only 
At the same time, they make into a proper managed system for be valid for the precise, identical 
colour management simpler by removing photographers and pre-press alike. weather or studio conditions on which 
several intermediate colour conversion Unlike scanners, digital cameras the profile was based. The most that can 
steps — film, development, scanning — don't capture images with a consistent be done at the momentis forthe 
along the way. The technology for light source of a specific hue or quality. manufacturer to calibrate the camera 
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Devices 


Profile First Aid 


Installed ColorSyne profiles: 


Profile Information: 


(ri “¥]_—_ Name: Epson $P2100 ACD 1202.ee 


|» /System/Library/ColorSyne/Profiles 
¥ /Uibrary/ColorSyne Profiles 
AgfaProof 
BINUSCAN GENERIC 


blargb2.iee 


‘Canon $900 AGD 1102.\ce 
Canon $900.lce 
Canon $9000 AGD 1102.ice 
CMYK Printer Neutral 
Colorart 
ColorMatch 3.01 ~ SWOP Ink, St 
Cromatin 

5 


Epson SP925 AGD 1102.lce 
Epson $P950 AGD 1102.ice 
Euroscale.Coated 
Euroscale Newsprint 
Euroscale Uncoated 

Flexo 

GCR 220 

GcR 230 

GCR 240 

GCR 250 


Binusean RGB Version: 2.2. 
binwscan scanner profit Created: 


‘Path: /LUbrary/Colorsync/Profiles/Enson $P21D0 AGO 1102.tce 


0 
19 Nov 2007 19.43.01 
Size; 1,091,072 bytes 


‘Canon $8300 AGD 1102.lee Lab Plot 


Mac OS X users can view and rotate 3D models of the colour space supported by any ICC profile 


using the ColourSync Utility (Utilities folder). 
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as best it can in the knowledge that the 
images are destined to be viewed, edited 
and printed starting from a generic RGB 
colour space. 

One solution to hit the market a 
couple of years ago was Print Image 
Matching (PIM) from Epson. A PIM- 
enabled camera embeds information 
about the camera settings into the photo, 
such as exposure, focal length, and white 
point. Then a PIM-enabled printer can 
apply automatic colour corrections and 
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Epson's Photo Expert site at [w] www.photoexpert.epson.co.uk provides tutorials, case studies and 
galleries, many of which are aimed at generic digital camera users. 


image enhancement based on this 
information on the fly as the image is 
printed. You can even activate the PIM 
enhancements as you open these photos 
into Photoshop, for printing to any 
printer you like. We show you how at the 
end of the following tutorial. 

This approach is based on the more 
widely supported EXIF 2.1 standard. EXIF 
is a file format based on compressed 
JPEG, as published by the JEIDA 
organisation and used in just about every 


Colour Confidence 


Full-scale colour management 
throughout the studio has 
recently become a great deal 
easier — and cheaper — to 
achieve with the arrival of the 
Colour Confidence suite from 
TypeMaker. Instead of spending 
several thousand pounds on 
bespoke systems or hiring a team 
of colour consultants, you can at 
last do it yourself with no 
specialist skills and an outlay of 


just a few hundred quid. 
Colour Confidence is a 

modular range, the main £395, 

(exc VAD Studio package 


principally comprising a Monitor 
Profiler utility, a hardware: 
colourimeter, and a test image file 
with a reference print. It also 
includes a utility called What 


Profile? for opening digital images 
that don't have any embedded 
profile. This feature gives you a 
preview of how applying anew 
profile will affect the image ina 
comparative four-paned window. 

Acompanion Print Profiler 
package enables you to print 
copious calibration sheets, then 
read the patches back in with a 
spectrophotometer to create 
custom ICC profiles for every 
printer and every grade of paper 
stock that you use. You can output 
the test image and compare itto 
the reference print to check 
whether the profiles are accurate 
enough, and re-profile the 
printers as required. 

You can contact TypeMaker on 
[t] 0121 604 1234, 
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current digital camera in the world. EXIF 
allows for basic information about 
camera settings to be embedded into 
the header of photo files. You can view 
the EXIF data for your digital camera 
images using the File Browser window or 
File Info command in Photoshop. 

Since EXIF information is merely 
metadata rather than comprising actual 
corrective instructions or colour space 
descriptions, it can only be used to 
inform other software or instruct other 
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Having output swatch sheets, Print Profiler enables you to take readings 
back in through a spectrophotometer, so building the colour space 
definition for a custom ICC profile. 


devices. It’s therefore customary for 
digital cameras to include a colour 
space reference in their EXIF data 
pointing to sRGB. In Photoshop 6.0 and 
70, this often leads to disappointing 
results, since sRGB is a hamstrung 
colour space compared with the broader 
working space options available in the 
program, such as the ubiquitous Adobe 
RGB (1998). 

In simple terms, opening an EXIF 
photo will cause Photoshop to believe 
the image has an embedded sRGB 
profile, which it picks up from your 
system at the moment of opening. In 
reality, it doesn't have any profile 
because the camera itself is unprofiled. 
Put another way, sRGB is an arbitrary 
profile given to the camera's photos, 
and you need to pick a better one if 
you want a better looking image. The 
tutorial here explains how to dothis, 
and how to manage the relationship 
between a working on-screen colour 
space and a printer colour profile, all 
within Photoshop. 

This re-application of a more 
appropriate profile than the one 
suggested by the raw EXIF header is 
effectively what Epson's PIM does but in 
a proprietary fashion compared to EXIF's 
open standard. Since both PIM and EXIF 
are in common use, we've covered them 
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Under Windows 98 and later, the ICM colour management system enables you to select multiple ICC 


profiles for your printer, then choose one as the default. 


together here, but expect these 
technologies to continue developing 
over the next few years. It should 
become automatic on consumer 
cameras and printers, and more 
controllable on professional devices and 
in Photoshop. Colour management on 
digital cameras still has a long way to go. 


Part 1: Assign the right profile 


Convert your image to a specified colour profile... 


Ignore EXIF plug-in 


It you want to set up Photoshop's 
Colour Management Policies 
‘not to prompt you every time 
there's a profile mismatch, you 
can still get Photoshop to ignore 
the ‘embedded’ sRGB profile 
when opening EXIF images and 
apply the default working space 
instead. Just install Adobe's 

free Ignore EXIF Colour Space 
plug-in. Download it from 

[wl wwwaadobe.com/support/ 
downloads/detail jsp? 
ftplD=1881 (Windows) or from 
Iw] wwwadobe.com/ 
support/downloads/detail jsp? 
{ftplO=1882 (Mac). 
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mmand-Shift+K to open Photoshop's 
this tutorial, set the RGB Working 


Space as ‘Adobe RGB (1998)', and Colour Management Policies for Profile 


Mismatches to ‘Ask When Opening’. Or just select the Europe Prepress Defaults 


from the Settings list at the top. 


xporure Program Her prigren 
150 Speed Ratings 00 
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4 Time Digitized 2002 12°04 2-06-27 
Components Configuration Usirown 
Shatter Speed 129 sec 


Subject Distance 03% 

(Metering Mode Cantar Weihted Avene 
ght Source Stanirs Lint & 
‘lash stad van 


Fecal Legh 801 
ar car Spec sn 
Pee Omenson 2272 FE 
Prat ¥Dmcein (72 


I oe 


Click OK to close the Colour Settings window, and then use Photoshop's 


File Browser to locate an image t 


hat you've captured with a digital 


camera. Notice in the EXIF pane that the EXIF Colour Space item indicates 


‘sRGB’ as its default. 
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Assign the right profile continued... 


Wrong profile 
solution 


I you inadvertently save an 
image with the wrong profile 
embedded, pay carefulattention 
when re-opening the image later 
on. Atthe Embedded Profile 
Mismatch dialog window, you 
caneitheraccept the embedded 
profile or allow a conversion to 
the working space. Once the 
image is open, you can still 
switch back to the working space 
Using Convert To Profile (step 9) 
but not Assign Profile (step 5). 
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Double-click on the thumbnail in the File 

Browser to open the image. Since you've set 
Photoshop's working space to Adobe RGB (1998), 
the embedded sRGB profile is identified as a 
mismatch. Click on ‘Convert document's colours to 
the working space’, then click OK. 


In the Assign Profile window, the bottom item labelled ‘Profile’ should be 
selected, with the embedded sRGB profile indicated in the pop-up list. If 
you wanted, you could click on this pop-up and change the embedded profile to 


any other that you have on your system. 


You have now assigned the correct colour 

profile to the digital photo for editing, Later 
‘on, you can close the colour management loop by 
setting an output profile for printing. Save the 
image, then, from the Image menu, go to the Mode 
sub-menu and choose Convert To Profile. 
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When the image opens, choose the File Info 
command from the File menu. Click on the 
Section pop-up and pick EXIF to view the EXIF 
information once again. Note that even though the 
EXIF Colour Space still reads ‘sRGB’, it's not the 
embedded profile. 
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To prove the point, close the image and return 

to step 3. Open the image as before bul this 
time allow Photoshop to preserve the embedded 
sRGB profile. The result should look different. Now 
from the Image menu, go to the Mode sub-menu 
and choose Assign Profile. 


Instead, just click on the second item labelled ‘Working RGB: Adobe RGB 
(1998)’. This switches the default sRGB profile to the correct working 
profile - this time retrospectively. Make sure the Preview option is ticked so you 


can see the difference this makes, then click OK to accept. 


In the Convert To Profile window, the Source 

Space shows the current working profile, in our 
case Adobe RGB (1998) as before. In the 
Destination Space pop-up, choose an ICC profile for 
the printer you are about to use. You can now print 
the image accurately on that printer. 


Aless risky alternative to switching the 

embedded working profile for a print profile 
(steps 8 and 9) is to assign it temporarily at output. 
Choose Print With Preview from the File menu, tick 
Show More Options and choose Colour 
Management from the pop-up 
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i | All you need to do is click on the Profile pop-up under Print Space and 
choose an ICC profile for the printer you are about to use. Instead of 
replacing the embedded profile, Photoshop conducts the conversion from source 


colour space to the print space on-the-fly. 
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Whenever you configure Photoshop to use colour management then print 

out from Photoshop itself, you must disable any additional colour 
management features within your printer driver. This differs from one driver to 
the next; here, we've shown the Epson Stylus Photo inkjet driver as an example. 


Part 2: Print Image Matching 


Activate PIM enhancements as you open your image into Photoshop... 


EXIF 2.2 


This latest version of the EXIF 
standard adds extra fields to hold 
more information from a digital 
camera about the environment in 
which a photo was taken. This 
allows additional automatic 
colour correction to take place, 
along similar lines to Epsoris PIM 
technology. HP is backing EXIF 
2.2with its own printers and 
cameras, and Nikon is moving its 
camera range overto the new 
standard too. 


PIM plug-in 

Epson's Print Image Matching 
plug-in for Photoshop, as 
demonstrated here, can be 
downloaded from 

[w] www.epson.co.uk/support/ 
download/pim.htm, It's free and 
is available for all flavours of 
Windows from 98 to XP and Mac 
OS from 8.5 through to X. More 
information on how to take 
advantage of Print Image 
Matching can be found at 

[w] www.pim.epson.co.uk. 


To demonstrate Epson's Print Image Matching 

technology, obviously you'll need to work with 
a photo captured with a digital camera that supports 
it. Locate it in Photoshop's File Browser and check 
out the thumbnail and EXIF information. This image 
was taken with a Nikon CoolPix £5000. 
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16 | Click Open. A couple of seconds later, 
Photoshop's Embedded Profile Mismatch 
dialog window appears. You can see that the PIM- 
enabled camera has embedded a special EPSON 
RGB 2001 profile into the image. Leave ‘Use the 
embedded profile’ selected and click OK. 
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| 14 | Don't open the image yet, though. You'll first 
need to exit Photoshop, install the Print Image 
Matching plug-in (see margin note) and then 
relaunch the program afresh. Click on the Import 
sub-menu under the File menu, then choose PRINT 
Image Matching. 


yal The image opens. Note how the image data 
has effectively been imported into a new 
document (labelled ‘Untitled-1') rather than opened 
as a file in the normal way. But to understand what 
PIM has done, try switching back to a non-EPSON 
source profile, as explained in the next step. 


Fore 


| 15 | In the dialog window that appears, navigate to 
the image we looked at earlier. This import 
dialog will only let you open images that contain 
PIM data as well as the basic EXIF information. Tick 
PRINT Image Matching Preview to see a thumbnail 
idea of the PIM enhancement, 


From the Image menu, click on the Mode sub- 

menu and choose Assign Profile. Ensure the 
Preview option is ticked in the Assign Profile dialog 
window, then switch back and forth between 
‘EPSON RGB 2001" and ‘Working RGB: Adobe RGB 
(1998)' to appreciate the difference. @ 
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Faster results 
in Photoshop 


There are numerous ways to speed up your workflow 

in Photoshop. Here are a handful of essential 

techniques that should have you breezing through 

day-to-day tasks, leaving you all-important time for 
% the more ‘creative’ side of the design process 

~~ 


hen working with a program as vast and versatile as 


~ & 2 “XN {\ . Photoshop, each artist will initially find his/her own 
>») ft j way of doing things to accomplish individual tasks. 
™ NX i { The trick is not to get Photoshop tunnel vision: just 


because the way you approach a particular task is familiar doesn’t mean 
that there isnt a more efficient way of doing things. It's always 
beneficial to leave yourself open to suggestions from the experts and, 
of course, your peers, 

Overthe following pages, we offer you a little Photoshop food for 
thought: we will showcase some techniques and Photoshop features 
that you may not be using on a regular basis. The plan is that you can 
then add them to your digital imaging arsenal to pull out when needed; 
keep these ideas in the back of your mind and you'll eventually begin to 
see how you can shave hours off your valuable production 

time. Whether it's something as simple as saving 

selections as channels, stacking layer sets or 
actions, we're 
ere that will prove 


TECHNIQUESIN 
USE 


The top image on the right 
illustrates where we used some of 
Photoshop 7’s natural media 
brushes to paint a series of arrows 
in Quick Mask mode. When we 
left Quick Mask mode, the 
resulting selection was filled with 
black on the background layer, to 
make the arrows black like the 
area to their left. Since we knew 
we would be adding images and 
textures to this area, we saved the 
selection as a new alpha channel 
to be used later. 

In the image below, you can see 
how we used the channeLas a 
selection to mask out the areas 
where the arrows and the water 
would overlap on the water layer's 
mask. It was as simple as loading 
the channelas a selection and, 
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with the water layer selected, 
choosing Layer>Add Layer 
Mask>Hide Selection. 

There is also another layer with 
some very subtle textures inside 
the arrows that should not overlap 
any of the water areas. Again, we 
simply loaded the channelas a 
selection, butthis time chose 
Layer>Add Layer Mask>Hide 
Selection from the menu, with the 
texture layer selected. This 
selection certainly saved a lot of 
time. If we didnt have the alpha 
channel, we probably wouldnt 
have used this treatment, because 
painting a new selection in Quick 
Mask mode foreach layer would 
have been too time-consuming. 


Saving selections 

Getting familiar with the Channels palette is something every Photoshop 
artist needs to do. Within lies the nuts and bolts of your masks and your 
saved selections. Saved selections can save hours of time and provide a 
quick means to flexibility in your imagery. 

When you've spenta significant amount of time in the Quick Mask 
mode, or have used the Extract function to create an intricate selection, 
wouldn't you like to be able to call up this selection in the future if you 
need to, or even after you've closed the document and opened it at 
another time? No problem: save the selection as an alpha channel. It's as. 
simple as choosing Select>Save Selection from the menu. When your 
selection is saved, it appears as a new channel in the Channels palette, 
and it'll stay there until you decided to delete it. 

You'll notice that when you choose Select>Save Selection from the 
menu, there are more options than simply saving your selection as a new 
channel. You can also add or subtract a current selection to or froma 
saved alpha channel by using the same Save Selection dialog box. 

Imagine that you've spent many hours creating a detailed selection 
to mask out something intricate on a layer. Then you want to perform a 
colour adjustment to that layer, but you want to use an adjustment layer 
so that you don't affect the actual image. The problem is that you don't 
want to affect anything on the underlying layers outside of the areas on 
your masked layer. Well, if you saved your selection as a channel, you 
could load it as a selection in the Channels palette and have this 
selection active as you create your adjustment layer, thus masking all 
areas outside the selection on the new adjustment layer. The result will 
only affect the areas that you wanted it to in the first place; you haven't 
had to painstakingly recreate your mask or apply the colour adjustment 
to the image itself. 


Using actions 

Getting the hang of automation is absolutely essential for those who 
perform similar functions over and over. Whether it’s Unsharp Mask, 
Gaussian Blur or a simple conversion from RGB to CMYK, it’s 
guaranteed that you'll do the same thing several times a day. The key to 
efficiency lies in performing these tasks at the touch of a single button. 
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Everything you need lies within the Actions palette. Forget about the 
default actions that ship with Photoshop — you can delete them if you 
want. They're simply examples of what kind of diverse functions you can 
perform using Photoshop actions, and they won't necessarily suit your 
own personal day-to-day requirements. Just like layers, you can 
organise your actions into sets within the palette, so you have sets for 
different functions or different users. 

The most effective use of an action is to assign it an ‘f’ or function key. 
That way, you can hit a single button on your keyboard and not have to 
worry about finding the action you want in the palette and then clicking 
play with your mouse or tablet. 

Anaction can contain many steps or it can be as simple as a single 
keyboard shortcut to an item from the menu. Often photographers will 
have a number of consistent operations they will perform for every image 
they open in Photoshop, and it can be very handy to automate these basic 
tasks. It could be something as simple as a 
colour mode conversion, sharpening, ora 
basic colour adjustment. Automating a group 
of functions like this is as simple as creating 
anew action using the Create New Action 
button in the palette. In the resulting dialog, 
you can name it, assign a function key, then add 
it to a set if you like. Assigning the function key is very important. 

You'll notice that the OK button turns into a Record button — that's 
your cue. Hit Record to perform your series of tasks. When finished, click 
the Stop button in the Actions palette and voila — you have an action with 
a function key. It’s that simple. Try it out on a few images and you'll see 
just how much time something this straightforward can save. 


TECHNIQUES 
INUSE... 


Although the photographic 
elements in this illustration will all 
be treated differently when we 
incorporate them into the main 
image file, what they still have in 
common is the fact that we 
originally shot them using the 
same film,and scanned the 
results to a Kodak photo CD. 

So, basically, they all require the 
same adjustments to ready them 
forthe main image. This is 
therefore an excellent place to use 
anaction. We created a new one in 
the Actions palette and then 
recorded the following few steps. 
First, we switched the mode from 
RGB to CMYK, because the 
destination will be print. Next, we 
sharpened the images using 
Unsharp Mask. And because we 
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shot all the elements using the 
same camera and film (and 
scanned them in using the same 
process), we could use the same 
sharpening settings forthe entire 
set. Finally, we applied a basic 
colouradjustment, using Levels to 
simply increase the highlights and 
darken the shadows, while slightly 
increasing the midtones. 

By recording these three steps 
as an action, we didn't have to go 
through the entire process again 
and again with each image. Allwe 
had to do was click the newly 
assigned function key... 


“Automating a group of functions is as 
simple as creating a new action using 
the create new action button” 
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Feature Faster results in Photoshop 


It’s only natural to get excited when discovering the efficiency of actions 
forthe first time, and if you haven't used them before, by now you've 
probably created another ten or so. That's great, but for now we suggest 
one thing: put a piece of tape across the top of your keyboard and write 
down what each function key is programmed to do. This will help you 
until you can memorise what each key does, and then you won't have to 
keep the actions palette visible for reference (which clutters up valuable 
screen space). 

Perhaps you simply want a shortcut to the Unsharp Mask or 
Gaussian Blur filter, but you don't want to enter exactly the same settings 
each time. No problem — you can simply assign these menu items 
themselves individual function keys. Create a new action in the same 

way you did before. But this time, after hitting 


TN of your actions are editable — Record, move over to the Actions palette 


sub-menu and choose Insert Menu Item from 


you can even change the function the list. A pop-up dialog will state that you 


have none selected. At this point, go ahead 


key you ‘ve assigned at a later date S and choose the menu item function you're 
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Here's how we used layer stacking at an 
early stage in our illustration. After 
duplicating the bottom layer, changing 
the mode to Soft Light and reducing the 
opacity, we added a layer mask and 
duplicated the layer. Using a path to 
generate a selection, we then 
duplicated a layer using Copy 
(Command+4), altered the mode and 
duplicated it twice, changing the mode 
and opacity each time. We then added 
amask to the second duplicate and 
used the Gradient tool to mask out 
areas of the image. Afterwards, we 
duplicated the first layerand moved it 
up the hierarchy. We then altered the 
mode and duplicated it again, this time 
reducing the opacity. 


after and click OK. Now when you run this 
new action, the menu item will be activated (you did remember to assign 
the action a function key, didn't you?). It may seem like a simple thing, 
but this basic shortcut can shave hours off of your production time. 
Allof your actions are entirely editable. You may add and delete 
various routines, change the hierarchy of operations — even change 
the function key you've assigned at a later date. 


Batching 
If you thought the automation that actions bring is impressive, wait 
until you try using Photoshop's batching functions. Batching can take 


‘ic oem a seh twee 12094 {J Adobe Motoshop 70” 
ca 


TE) | CRABS) | oe: (Gero 5) omc: EO TE] | Cheever BA rwrier 


=€ naz0 


sine 


een ane) aT: ver ve ised 


NA a 


your automation to the point where you don't even have to be there — 
you're free to go and grab a coffee or, if you're the more studious type, 
continue working in another program or on another machine in orderto 
maximise your time. 

Batching can be very useful when preparing a large number images 
for something like a catalogue, where you want to perform the same 
functions on each image and then save and close them all. To batch 
some images, the first thing you need to do is to organise them into a 
folder on your hard drive. Then, in Photoshop, choose 
File>Automate>Batch from the menu. 

In the resulting dialog, you choose which of your actions you want to 
perform and specify the folder containing your images. Next, select Save 
and Close as your destination and click OK. That's it; just sit back and 
watch Photoshop do the work. Now you can dig a little deeper into 
the batching dialog box and explore some of the Override and other 
functions, but this simple batching technique can prove useful for almost 
any situation where you're dealing with a large number of images. 


Stacking layers 
The advent of layers and blending modes was a real milestone for 
efficient and quick experimentation with images. There are infinite 
numbers of combinations you an use with blending modes to achieve 
various results. The efficiency in this area lies in the fact that all you 
have to do is start duplicating and changing the blending modes and 
opacity of your layers. 

ls a certain layer looking a little light? No problem — just duplicate 
the layer and change it to Multiply. Is the result too dark? Then reduce the 
opacity of your duplicate layer. Is it dark enough, but now there isn't 
enough contrast? Then duplicate your layer again and change the new 
Duplicate mode to Soft Light. Still not enough contrast? Fine, duplicate it 
again and again until it starts to look like you want it to. 

Now we're not saying that stacking layers is the only way to adjust 
imagery in Photoshop. Not at all — there are still all of the other old 
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The image of the eye inside the flying 
monitor was the result of a layer stack 
made up of ten layers. The individual 
layers had various blending modes and 
opacities. Some were masked, some 
were not; some were simply areas of 
colour inside a selection, with the layer 
blending mode set to Colour or Overlay. 

Ittook a bit of work to getthe eye in 
the monitor looking just right. There 
were two more monitors in this 
illustration that needed eyes added to 
them, and we certainly didn't want to go 
through allof these steps twice. The 
best way to duplicate this effect 
efficiently was to make use of 
Photoshop’ layer sets. 

We created a new layer set and 
added all ten layers to it. When adding 
layers toa set, start with the top layer, 
drag it into the set and then work your 


Faster results in Photoshop Feature | 


way down one by one — this way they 
enter the set in the proper order in the 
hierarchy. Next, we duplicated the layer 
set and used the Move tool to 
reposition it over another monitor, then 
used Free Transform to skew, distort, 
and reshape the entire set. Finally, we 
added a mask to the set to make sure 
the imagery overlayed only the monitor. 
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faithful functions at your disposal if you like. But what we want to 
encourage you to do here is to experiment with layer stacks. Go on, try 
different combinations of modes; you'll inevitably discover something 
on the way. This sort of experimentation can reveal dozens of options in 
a matter of minutes — it’s a very quick and efficient method of simply 
seeing what will happen. 

The reward comes when you stumble upon a combination of layer 
modes and opacities that you truly love. When this happens, pay 
attention to what you've done, so that youcan remember and employ it 
later on or, better yet, record what you've done as an action so that you 
can perform this series of duplications and adjustments at the click of a 
button. It’s generally a good idea to always save your layered files for 
reference purposes instead of flattening them. You don't want to lose all 
that creative info just yet. This speedy method of experimentation 
doesn't have to be limited to layers, either — don't forget about the layer 
sets that Photoshop provides. You can create a new layer set and add 
your stack to it. Then, you guessed it, duplicate the set, change the 

mode of the set, adjust the opacity... and on 


a“ The reward comes when you stumble and on into infinity with this technique. You 


could achieve a hundred different results 


upon a combination of layer modes within the span of an hour. The only caveat 


here is that when you start duplicating 


and opacities that you truly love ” layers — or especially layer sets — your file 


sizes can become massive. 


(Clockwise from top left) 
This website contains over 100 images in 
the galleries. Alll of the images were 
initially 300 to 600dpi and in CMYK mode. We 
created a useful action that converted the 
images to RGB, changed the resolution 72dpi, 
then batched the results. 


This image is a simple combination of 
five different photos. Its mysterious 
feeling and atmosphere evolved very quickly 
outof experimenting with stacking duplicate 
layers and sets with various blending 
modes and opacities. 


We created an action for the butterflies 

in this image, so that every time we 
brought a butterfly photo into the main image, 
Photoshop changed its mode, sharpened it, 
then adjusted the colour - and all by simply 
clicking an assigned function key. 


We cropped the woman and her hair here 

by painstakingly creating a selection in 
Quick Mask mode. By saving the selection as 
analpha channel, we could use it later to add 
colour adjustment layers that affected the 
figure independent of the background. 
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Photoshop 


Vectors 


Everyone knows that Photoshop is 
probably the best bitmap editor in the 
world, but how does it fare as a vector 
tracer? The answer, is extremely well 


nthis industry, there are 
) countless ways to spend 
cash — software updates 
just for starters. But what 
do you do if you need to create a style 
of illustration, and your budget won't 
extend to the app you need? 
Let's say that you've spent your 
last penny upgrading to Photoshop 7. 
The problem is, you need to create 
vector images, and your budget wont 
stretch to Illustrator. Will you forget 
smooth curves and sharp transitions, 
or design all your images at 1200dpi? 
Choose the right tool and apply 
the right technique, and the solution is 
there within your copy of Photoshop. 
The Pen tool and its Path palette have 


found two new creative companions: 
vector masks and custom shapes. This 
tutorial will show you exactly how to 
use Photoshop as a vector tracer: turn 
an object into a vector image using the 
Pen tool and custom shapes, 
generating vector effects in no time. 
We've supplied custom shapes 
and actions on the cover CD, plus our 
source image. To load custom shapes, 
select the Custom Shape tool, go to 
the Shape drop-down in the Tool 
Options bar, click on the arrow to the 
right of the dialog and click Load 
Shapes, then navigate to the 
appropriate file. To load actions, go to 
the Actions palette and simply select 
Load Actions from the drop-down. 


§ 


Create this vector-stylee image in the following tutorial. 


45 
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‘Tutorial Photoshop vectors 


Part 1: Simple vectors 


Learn how to simplify, vectorise and save simple objects as custom shapes 


insight 


Simplification 


Instead of using Colour Halftone, 
‘experiment with Artistic>Cutout, 


Palette Knife, and most 

of the filters in the Pixelate 
family. Don't forget to look under 
Image>Adjustments ~ Posterise 
and other filters could be useful 
too, Remember also that when 
you have different levels 

of selection, Make Work Path 
only on areas selected at 60 per 
Cent and more. That's why a blur 
is useful to even out these zones, 


ii Halftones. psd & 


Create a new 600x600 RGB document. Draw 

a circular selection using the Elliptical Marquee 
tool <M>. Use View>Show Rulers to position the 
start and end points precisely and Shift-drag to 
create a circle instead of an ellipse. Select>Feather 
the selection by 15 pixels. Hit D to load the default 
colours, and Edit>Fill with the foreground colour. 


To visualise this vector path, create a new Solid 
Colour adjustment layer. Creating a 
adjustment layer when a path is active automatically 
loads it as a layer clipping path (a vector mask) 
To load a path on a regular layer, hold down 
Command/Ctrl while you click on the Add A Mask 
button in the Layers palette. 


Part 2: Photos to paths 


Now we'll apply different posterisation techniques 


Open Start.tif from the CD. Save it 
immediately as VectorBody.psd to avoid 
altering the original file. Copy the background layer 
(Command/Ctrl+J), name it ‘base’ and desaturate it 

with Image>Adjustment>Desaturate, or 
Command/Ctrl+Shift+U. Adjust its levels 
automatically: Image>Adjustments>Auto Levels (or 
hit Command/Ctrl+L). Add a Threshold adjustment 
layer so we can build a selection based on the 
lightness levels of the image. Don't change the 
default 128, as this will be a good indication of how 
the simplification process will affect the image. 
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To simplify the gradient, use Filter>Pixelate> 

Colour Halftone. For the settings, use 16 as the 
maximum radius, and set all the angles to 45 
degrees, (You might need to change the radius for 
other image sizes; to obtain a similar effect, make 
sure that all the angles have the same setting.) 
Separate the Layers, Channels and Path palettes by 
dragging the tab out of the merged palette, then 
juxtapose them so they can be accessed easily, 


[5 | You can clean the unwanted sub-paths using 
the Direct Selection tool <A>. As with the 
Rectangular Marquee, Shift-drag around the control 
points you want to get rid of, inside and outside the 
halftone shape, then simply hit Backspace or Delete 
to clean the path. 


Reselect the Base layer and apply Filter>Blur> 

Gaussian Blur. Thanks to the Threshold layer, 
you can see the image dynamically simplify itself 
while you change the radius of the blur. Choose a 
level that gives smooth curves to the image, while 
maintaining a good amount of detail. In this case, 
three pixels is a good compromise. 


Double-click the thumbnail of the Threshold 

adjustment layer to change its setting to 16. 
It will visually discard all the pixels lighter than this 
point. With the Magic Wand set to Non-contiguous, 
click on a dark area of the image, then 
Select>Modify>Grow By 1 Pixel (to avoid small gaps 
between tones). In the Path palette, click on the 
Make Path icon. 


| 3 | Configure the Magic Wand <W> and ensure 
that ‘Contiguous’ is unchecked in the Option 
bar. Click in one dark area - the separated spots are 
now selected. In the Path palette, you can 
Option/Alt-click the ‘Make Work Path From 
Selection’ button to access its Tolerance setting. Set 
it to 1 to get precise paths. (This menu is ‘sticky’: it 
won't change unless a different setting is entered.) 
You now have vector paths. To create a path from a 
selection again, click on the Make Work Path icon. 
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6 | Now save the path as a custom shape using 
Edit>Define Custom Shape. The shape is listed 
in the Custom Shapes Presets window. To create a 
set with your new shapes, select Preset Manager in 
the drop-down list. In the Preset Manager, you can 
Shift-click several custom shapes and then press on 
the Save Set button — it will save them in a new set 
that now just needs to be named. 


In the Layers palette, Option/Alt-click on the 

Create Set button, name it ‘Body’, choose a 
yellow colour for itin the Layers palette and make a 
new Solid Colour adjustment layer. Choose 16,16, 
16 as RGB values to match the chosen threshold. 
Another advantage of using an adjustment layer is 
that you can change the values afterwards. 


Photoshop vectors Tutorial 


Hide the layer set by clicking its eye icon. 

Change the settings of the Threshold 
adjustment layer to 64, select the black parts, ‘Grow 
the Selection by 1 Pixel’ and make a path. Create a 
Solid Colour adjustment layer with R=64, G=64 and 
B=64. Drag the tile of the Solid Colour layer over the 
folder icon of the set. It's placed under the first 
adjustment layer. 


As in Step 5, clean the possible artefacts on the 
vector layers. Our advice is to mouse over the 
layer clipping path tiles to see the path’s edges on 
the main document, and make sure you only select 
points inside or outside the path's limits, not those 
that define its edges. The big transparent areas such 
as the forehead will be fixed with another method. 


J 

Starting to experience a sense of déja-vu? Well 

now you need to repeat step 11 six times with 
these values : 96, 128, 160, 192, 224, 240, both for 
the Threshold and the Solid Fill adjustment layers 
(you can vary the number of layers and their value). 
The actions included on the CD might be useful for 
this kind of assembly linework. 
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There are several areas inside the body that are 
still transparent, and you don't want to fill the 
exterior of the body, either. Option/Alt-click the eye 
next to the layer set icon to hide everything but the 
contents of the set. Create a new layer without 

the menu (it's a temporary one, so you won't need 
to name it), then Command/Ctrl+Option or 
Alt+Shift+N and Stamp a copy of all the visible 
layers with Command/Ctrl+Option or Alt+Shift+E. 


insight 


Change Layer Content 


Using Layers>Change Layer Content can lead to many more creative 
effects: the Solid Colouradjustment layers can be transformed into a 
Gradient or a Pattern fill. You can also reduce the opacity of the 
layers, their Blending modes (Control/right-click their icons and 
play with the advanced Blending options), or even apply a style to 
your vector shapes. If you want to draw on them, create a regularlayer 
‘on top of this layer. then group it with the masked layer by 
Option/Alt-clicking on their separation line in the Layers palette 


insight 


Paint your vectors 


Drawing a shape using the Pen tool requires some practice. Instead, 
paint a shape using the Brush tool, select it, Make Path and savethe 
shape. This is a useful way of creating crisp signatures at any size, or 
even handwritten copyright notices. Using a calligraphic brush, you 
can now draw vector graffiti in Photoshop, too. If you're not happy with 
your drawing abilities using a mouse, invest in a graphics tablet. 
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To find the smallest holes, apply a bright 

Stroke Layer Style. Using a hard-edged brush, 
fill in the gaps. Don't worry if it looks like you're 
ruining the image - this layer will also be converted 
to a one of single tone. Delete the Style. 
Command/Ctrl-click the layer’s thumbnail, then 
Select>Modify>Grow By 3 Pixels to create an 
outline and jump to the Path palette to transform 
these pixels into vectors. Add a Solid Colour 
adjustment layer set to 248, 248, 248. Place it at the 
bottom of your set. Delete all the non-vector layers, 
and also the Threshold adjustment layer. You can 
now save this image. 


Re-open the Start.tif image and save it as 
16 | Face.psd. Flip the image horizontally via 
Image>Rotate Canvas>Flip Horizontal. Crop it 
<C> to get a close-up of the head - approximately 
1600x1200 pixels. Don’t worry about the image 
quality caused by rescaling, as we'll be transforming 
the image later. Duplicate the background, rename 
it ‘hexbase’ and desaturate it. 


To give the image a particular style, run 
Filter>Distort>Displace with both Scale options 
set at 10 per cent, Displacement Map set to Tile, and 
the Repeat Edge Pixels option checked. Select 
honeycomb.psd as a displacement map. It is located 
in the Displacement Map folder, inside the 
Photoshop Plug-ins folder. The image now has 
hexagonal pixelisation 


Add a Threshold adjustment layer, set it to 32 

and repeat the process from Step 9. Select, 
Grow, Make Path and create a set to be named 
‘HexVectors’. Give it a colour, then create a Solid 
Colour adjustment layer with these values: 96, 160 
and 224 (steps are recorded in the action ‘4steps 
HexVect'). Fill in the gaps (as in Step 15) and save. > 
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Part 3: Set and match 


The sets aren't just used to clean the Layers palette — they serve a purpose 


Select the set, then create a gradient mask that 
follows the diagonal of the glasses. Change it a 
to vector: run Filter>Pixelate>Colour Halftone at 32 22 Transform the set to give it some perspective: 


for the radius and 45 for all the angles. Edit>Free Transform, Command/Ctrl-click the 


Command/Ctrl-click the layer mask thumbnail to left, top corner point and drag it to the top, 
| 20] Make a new document, 2400x1400. Import load its transparency as a selection, In the Paths dragging the middle, right handle to the left. If you 
the Body layer set, change its Blending mode palette, select Convert To Path. In the Layers want to only distort the contents of the set (not its 
to Normal and add a Hue/Saturation adjustment palette, click the Add Vector Mask button (when mask), Unlink the mask from the set and Transform 
layer. This way, you can change just the colour of there’s a layer mask, it automatically creates a vector _ the contents. You can experiment with distortions 
the set, leaving the layers beneath unaffected. mask), and delete the raster one. without data loss. 


| 25 | Import the HexVector set, select the star layer, 

and in the Paths palette, drag the star's vector 

mask to the New Path icon. While this path is active, 
reselect the HexVector set, then Command/Ctrl-click 
the Layer Mask icon to apply the fractal vector mask. 
- You may need to resize the set to fit it in the mask: 

| 24 Hit Command/Ctrl+Option/Alt+T to Duplicate —_unlink the chain icon, then Edit>Transform the paths. 

Free Transform. Move the centre point to the 


limit of the top branch of the star, and in the | 26 Open Start.tif again. Save it as Eye.psd, Crop a 
| 23 | Hide the Body set and create anew one named Options bar enter 125 per cent for the length and 1600x1200 section around the left eye. Run the 
‘Stars’. Check the Create New Shape layer icon —_ height, and 33 degrees as the angle. Press steps vectorizer action from the Vectorizer’ set, 
in the Options bar. Select the ‘softstar’ shape (Shift-  Command/Ctrl+Shift +Option/Alt+T (Duplicate Delete the two lighter layers, and set the Solid Colour 
click) in the centre to create a small star. Before Transform again) several times. To check your adjustment layers to R=144, G=73, B=110 for the 
transforming it in a fractal-like pattern, make sure results, select the starstep shape from the dark layer; R=166, G=93, 31 for the medium1 
Add To Shape Area is selected in the Options bar. CheapShapes set on the cover CD. layer; and R=197, G=124, B=162 for medium 2. 


Final step 


There are still some raster elements in the file - the background and the layer masks from some of the 
adjustment layers. Replace the background with another Solid Colour adjustment layer set to a light 
green (R=240 G=247 B=204), then click on the Add Mask button — there is now a raster and a vector 
one. The vector masks always have a line before them — delete the other one and follow the same 
process for the colourisation layers. Your 100 per cent vector psychedelic image is made totally in 
Photoshop - compare your results with final.psd on the cover CD. 


| 27 | Drag and drop the eye image into the 
composition, then scale it to fill more space. 
Change the 4stepsVector set's Blending mode to 
Hard Light and lower its opacity to 75 per cent. In 
the HexVector set, add a Solid Colour adjustment 
layer, with its Blending mode set to Colour. You could 
also switch the set's Blending mode to Pass Through. 
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Why be aslave to art tools when you can 


hen Adobe sings the praises 
of Photoshop's intuitive 
interface, the company isn't 
just chanting about the way 
floating palettes dock together. One of 
the main reasons Photoshop is so 
accessible is that Adobe has combined 
the dual advantage of having lots of 
ready-to-go features (such as colour 
swatches and effects filters) and do-it- 
yourself customisation. In other words, 
Photoshop's defaults are powerful 
enough to get you started, but they can 
also be customised and automated 
quickly to take you to a higher level. 

But while working with custom 
swatches and layer styles is common 
enough, many Photoshop users have yet 
to explore other ways of personalising 
the program. Personalisation often gets 
a bad press, as if changing the look and 


create, customise and automate your own? 
Here are four steps to interface mastery... 


feel of a program is best left to anal 
retentives and people with too much 
time on their hands. Here, we want to 
encourage you to personalise your copy 
of Photoshop as a means of speeding up 
your work rather than slowing it down. 

This tutorial introduces the process 
of customising and saving new brushes 
and shapes for re-use and sharing, 
setting up complex automated Actions, 
and even automating the triggering of 
Actions across any number of images 
with little more than a click and a drag. 
To start with, though, we take a look ata 
sadly overlooked personalisation feature 
in Photoshop known as custom 
‘workspaces’. The one common thread 
through these customisation functions is 
that they're intended not so much forthe 
most organised Photoshoppers, but 
actually for the sloppiest. 


b 


Color Balance 


Customise your Photoshop tools Tutorial [| 


The Complete Adobe Photoshop Handbook 2 [| 


aette Well 


150 


| Tutorial Customise your Photoshop tools 


Part 1: Personalise your workspace 


The easy way to keep your workspace tidy... 


Preset Manager 


Although the normal place tofind 
the Preset Manager command is 
Near the bottom of the Edit menu, 
itcan be called up froma 
number of palette menus too. 
This includes the Brushes, 
Swatches, Styles and (of course) 
Tool Presets palettes, 
Additionally, you can call it up 
from the Palette menu of any of 
the Tool Preset pop-ups in the 
Options bar, 


Brushes preview 


When broweiing the Brushes 
palette, you dont need to 
physically click on each preset 
brush in orderto view its preview. 
Afterall, this might lose any 
unsaved customisation youve 
conducted on the currently 
selected brush, Instead, just let 
the mouse pointer hover overa 
preset namo. First, the tooltip 
label pops up, then a second later 
its preview appears inthe palette. 
This temporary preview clearsas 
s00n as you move the mouse. 


After just an hour or so’s work, it’s not 

uncommon for Photoshop's palettes to be 
spread everywhere. Only the most anal retentive 
among us think about docking some to the Palette 
Well when they're not being used. 


By default, Photoshop remembers the status 
and position of all your palettes from when 
you last exited the program, If you'd rather 
Photoshop launched with reset palettes each time, 
press Command+K (Mac) or Ctrl+K (Win) to open 
the General Preferences window and untick Save 
Palette Locations. 
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Obviously that workspace isn’t appropriate for 

other types of Photoshop work. For example, 
when using the Brush tools, you'll want the Brushes 
and Swatches palettes prominent. So just repeat the 
previous step, this time giving this painting 
workspace a different name. 


You can always dock, combine and close 
palettes at this point, but there's a quicker 


method for cleaning up a messy screen layout, From 


the Window menu, click on Workspace and choose 
Reset Palette Locations from the sub-menu. 


5 | A better idea would be to have the ability to 
reset the palettes back to a layout you'd prefer, 
rather than to that default layout. So arrange the 
palettes as you normally like them, then from the 
Window menu, click Workspace and choose Save 
Workspace from the sub-menu. 


oO In just a couple of minutes, you could set up 
and save workspaces for a variety of common 
Photoshop tasks. Once done, you can call up the 
most appropriate workspace for the job in hand 
from the Window>Workspace sub-menu for instant 
access to the right palettes. 


3 | Here's the result. No matter which palettes 
you had open and how they had been 
arranged, everything is sent back to its original 
default status and position. However, any Palette 
Options settings you've made (such as Thumbnail 
Size) will be preserved 
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| 6 | Alittle dialog window appears, prompting you 
to give your saved palette layout (or 
‘workspace’) a name. Here you can type in ‘My 
palette layout’ or similar, but in this instance let's 
say this is a good layout for handling colour 
adjustment in photos, so name it as such. 


Oo On the subject of workspaces, you might also 
like to consider customising the content of 
certain palettes and dialog windows by selecting the 
Preset Manager command from the Edit menu. We'll 
explain how this works in Part 2 of this tutorial. 


Part 2: Create custom brushes and shapes 


Customise and save new brushes and shapes for re-use and sharing... 


Brush size 
shortcuts 


To increase and decrease the 
size (width ordiameter) of a 
selected preset brush in 10-pixel 
increments, tap the J and [ keys 
respectively. When using, 
calligraphic brushes, pressing 
Shift-] and Shift-{ increases and, 
decreases the hardness of the 
brush edge in 25 percent jumps. 
Rememberto use these 
commands between strokes, 
since they won't work as long as 
the mouse button is pressed 


Switch to the Brush tool and open the Brushes 

palette. Click on the Brush Presets to view a 
list of ready-made brush styles. Click on one and try 
it out. Now use the Brush Tip Shape options and 
other controls to customise this brush further just as 
we've done here, 


Scan 
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You can manipulate the presentation of the 

Brush Presets from the Preset Manager dialog 
window (Edit menu). Here you can change the 
order to move your new brush higher in the list, 
switch brush sets or even use the Reset Brushes 
menu to return to the default list. 


Your cauliflower brush is immediately available 
for use from the presets in the Brushes palette 


If you wanted to use another preset brush at 

this point, you'd lose all your customisation 
settings from the currently selected brush, So click 
on the Brushes palette menu and choose the New 
Brush command. Type in a name for this altered 
brush and click OK. 


me Tent, 
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Now try this little trick for creating a new 

custom brush from scratch. Open any image 
and look for an interesting texture that might make 
a decent brush, such as our cauliflower here, Trace 
around it using the Lasso tool, then choose the 
Define Brush command from the Edit menu. 


yj Original vector shapes can be saved as new 
presets in a roughly similar way. Here we have 
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With your customised brush saved under its 
new name, it’s added automatically to the 
bottom of the currently active list of Brush Presets in 
the Brushes palette. You'll also find it at the bottom 
of the Preset pop-up list in the Options bar when 

the Brush tool is active. 


A prompt appears, just as in step 2, asking you 

to type in a name for your new brush. Take 
note of two things here. First, a thumbnail of the 
brush itself is shown. Second, look at the sheer size 
of the brush, in this instance 310 pixels wide. 


As with the Brush tools, the new shape has 
been added to the list presets, which are 


and Preset pop-up in the Options bar. Reduce the 
brush size and play with it to obtain some 
interesting variations. Just remember to save any 
further customisation as a new preset. 


converted an ‘e’ character to outlines and distorted 
it. With the shape layer selected, choose the Define 
Custom Shape command from the Edit menu. Name 
it and then click OK, 


available in the Options bar when the Custom 
Shape Tool is selected. Again, you can use the Preset 
Manager dialog window to move it higher in the list 
for convenience. > 
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Part 3: Create repeat Actions 


Set up complex automated Actions... 


Historic Actions 


ImageReady differs from 
Photoshop in its treatment of 
History and Actions, 
ImageReady allows youto drag 
and drop commands from the 
History palette into the Actions 
palette, so you can capture 
something you have already 
done. Frustratingly, Photoshop ee 
won't let you do this: instead, you ior (Onere 
‘must prepare and record all 
Actions deliberately, not add 
them from the History palette as 
an afterthought. 


Photoshop will now memorise each 


SEY Photoshop's default set of Actions is offered identifiable command and filter you carry out Without further ado, you can immediately 
principally as a demonstration of the Actions in sequential order until you click the Stop conduct the same routine of commands to other 
feature. To better understand it, create anew Action —_Playing/Recording button at the bottom of the images. Just open any image, click on the Action 
routine yourself. Start by clicking the Create New Actions palette. Here, for example, we have name to select it, and click on the Play Selection 
Action button in the Actions palette, give it a reduced an image in size, sharpened it and button. Here, everything has been shrunk, sharpened 
descriptive name, and click Record. posterised it, then clicked Stop. and posterised to the same specific values. 


You can also insert a pause in the routine, 


In certain instances, it might be better for the perhaps to present instructions before the 

automated Action to present you with adialog _ following step. Click on the command in the Now when you run the Action, you're 
window so you can enter different values as Actions palette after which you want the pause, prompted to enter values for every command 
required. To make this happen, clickon acommand __ then choose Insert Stop from the palette menu with the Toggle Dialog On/Off activated, and the 
in the Action, then click on the Toggle Dialog Type the message you want to appear and tick Stop command you inserted has the effect of 
On/Off icon next to the tick to activate it. Allow Continue. 


popping up a little message like the one shown here. 


——_ 


iter View Window _ Help 6B 


New Action 
New Set. 
Duplicate 
Delete 
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Record Again 
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Playback Options. 


Clear All Actions 
Reset Actions 
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Replace Actions 
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gFFJ Not all Photoshop commands can be recorded _BYEY The Insert Menu Item dialog window appears, Just for good measure, we've inserted another 
by the Actions palette, such as View options waiting for you to choose a menu item. In menu item just before the final Actual Pixels 
and Zoom levels, because strictly speaking they're our case, we want the Action to end by displaying command, this one being Fit On Screen, also from 
not actions that edit the image in any way. Youcan _ the final image at a zoom of 100 per cent, so the View menu. Now our Action will end by filling 
still insert afterwards, though. Choose Insert Menu _ we're inserting the Actual Pixels command from the screen with the document window, then 
Item from the Actions palette menu the View menu zooming back out to 100 per cent for clarity, 
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Part 4: Batch processing 


Trigger Actions across a number of images at once... 


Limited Actions 


Only ticked commands inan 
Action will be carried out, so if 
you want to exclude certain 
‘commands from an existing 
sequence without having to re- 
editit, just untick those items in 
the Actions palette. To trigger just 
a single command from an 
Action, hold down the Ctrl 
(Windows) or Command (Mac) 
key and double-click on its name 
inthe Actions palette. 


Save sets 


Whether creating brushes, 
shapes or actions, remember to 
save them using the Save 
‘command in the relevant palette 
or Options bar pop-up menu. 
These custom creations won't 
vanish when you exit Photoshop, 
but saving them to yourhard disk 
is insurance against accidentally 
deleting them orapplying a 
palette's Reset command. Saved 
brushes, shapes and actions can 
also be shared with colleagues. 
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Photoshop's Batch processing function is an 
extension of Actions, letting you apply a 
selected Action to large numbers of images rather 
than expecting you to open, change and save them 
one by one. To start, click on Automate under the 
File menu and choose Batch from the sub-menu. 


Choose a Destination for the image files after 

the Action has been applied. Again, it's easy to 
manage if you select Folder from the Destination 
pop-up. Choosing None leaves the images open in 
Photoshop, while Save And Close saves them back 
to the same location with the same file names. 


Open Recent 


Import 


Workgroup 


Jump To 


This batch can now be run straight away. If, 

however, you'd like to run the same batch on 
more than one occasion, you can save it as a 
‘droplet! icon on your desktop. Click on Automate 
under the File menu and choose Create Droplet 
from the sub-menu. 


29 The Batch dialog window looks a bit 
complicated at first, but it's broken into three 
basic sections: Play (which Action to apply), Source 
(which images to apply it to) and Destination (what 
to do with the changed images afterwards). Pick an 
Action from the Play section to begin with 


By default, the Batch command always saves 
32 Fi meters 

images to their original file format. If you want 
to incorporate a format conversion (such as TIF to 
JPG), you need to include this in the Action itself. 
Then tick Override Action “Save As" Commands as 
shown here, dismissing the warning. 


The Create Droplet dialog window looks 
nei exactly the same as the Batch window, and the 
same rules apply. However, it’s probably more 
appropriate this time not to specify a particular 
destination folder — if it gets deleted at some point 
in the future, the droplet won't work any more. 
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A good habit to get into is to put all the 

images you want to change into one folder — 
it's easier to manage that way —so choose Folder 
from the Source pop-up window. Click on Choose 
and locate the folder itself. If appropriate, tick 
Include Alll Subfolders. 
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Regardless of whether you're changing the file 

format or not, it's a good idea to alter the file 
names in order not to confuse yourself later on with 
dual image versions with the same name. You can 
automate the renaming process using the pop-up 
lists shown here. 


Click OK and give the droplet a name and 

specify where to save it to. This way, you can 
apply custom Actions en masse to any group of 
images at any time simply by dragging their file icons 
over and dropping them onto the droplet icon. it 
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T-shirt design Tutorial | 


Photoshop is a great place 
to craft successful T-shirt 
designs that won't break 
your budget. Here, we use a 
digital approach to create a 
deconstructed look and style 


esigning T-shirts can be a costly business. 
fi D There are so many things to consider 

when you enter your local print shop: the 

expense of four-colour processing, the 
complexity of creating multiple templates, not to 
mention the cost of creating each individual screening 
template. There's even a cost associated with opening 
multiple digital files. The list can go on and on, while 
your pocket becomes lighter and lighter... 

Well, there are ways around this spending. 

This tutorial will show you an approach to designing 
T-shirts that doesn't use multiple templates, multiple 
files and multiple colours. Less is often more, and 
simplifying the process won't detract from your 
designs. We'll create a T-shirt design with only one 
colour, that you will incorporate into one template, 
which you can then deliver to your printer in one 
digital file. Your costs will be cut substantially, but 
your end result will be innovative and stylish. 

We're going to use Photoshop to create a design 
that looks antiquated and deconstructed. It will appear 
as if the shirt had been washed a thousand times, but 
will retain a degree of vividness. With a little technical 
forethought, Photoshop can save you a lot of cash... > 
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Part 1: Creating contrast 


Our design needs to be bold and visually impressive 


This photograph has a strong sense of form 

and structure. The bare tree has an almost 
skeletal quality about it, which should work quite 
well as a silhouette and even better as the focus for 
the composition of this design. When picking 
images for T-shirts, it's important to have strong 
visual elements to play off each other, There's no 
room for subtle shapes and delicate compositions. 


First, open the file tree.jpg from your cover CD 

and remove its colour. To do this, open the 
Hue/Saturation box from the Image tab at the top 
bar and go to Adjustments (press Ctrl+U on the PC, 
Command+U on the Mac). Slide the Saturation bar 
to -100, and keep the file in RGB mode so that we 
can experiment with colouring later. 


Now we need to remove as much grey as 

possible from the image by using the Levels 
box. Go to Image at the top bar and select 
Adjustments, then highlight Levels with your mouse 
(Ctrl/Command+L). Drag the black arrow to the 
right and white arrow to the left. You'll notice the 
grey has been removed and replaced with true 
blacks and true whites. Keep adjusting these arrows 
until the photograph looks like a silhouette. 


Part 2: Framing 


Design a frame to complement the image, and to push the overall uniqueness of our T-shirt design 


Why usea 
silhouette? 


The objectoof this tutorial is to 
create a unique and dynamic 
design by using only one colour 
to keep costs low. A silhouette 
works best with just two 
contrasting colours (traditionally 
black and white), The T-shirt 
material will act as the backdrop 
forone colour, while the design 
will be inked as the foreground in 
another colour: The end result is 
cheap and graphically effective 


| 4 | Drag the tree silhouette into a larger window, 
say 20cm wide by 30cm high, to give yourself 
more space for designing a frame, Make sure 

the background is black. Now, using the Circular 
Marquee tool, generate an oval selection to crop 
the tree, then invert the selection (use the shortcut 
Command/Ctrl+Shift+!) and fill it with black. 


Open the file named frameparts.psd (on your 

CD). You will notice two ornate pieces that 
we're going to use to add to the current oval frame. 
These layers were built by experimenting with the 
Pen tool. Always keep your experimental work — 
you never know when it will come in handy. 
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Find the centre of your oval shape by noting 

the grid and placing the guides into a centre. 
From that centre point, use the Circular Marquee 
tool and press Option (Mac)/Alt (PC) to create a 
new oval that overlaps the picture. Fill with white 
and lower opacity to 50 per cent so you can see 
how it's placed. To adjust the oval, use the 
Transform tool (Command/Ctrl+T) and move the 
oval until it overlaps the picture. Repeat the steps to 
make a smaller oval that slightly overlaps the 
original picture. This time, fill the oval with black 
and bring the opacity down to 60 per cent. 


1 Z 


Duplicate each layer and flip it vertically by 
selecting Edit from the top bar and highlighting 
Transform. Position the mirror images of each so 
they are touching each other, then merge them 
within the Layers palette: just highlight the layer and 
click on the empty box of the mirror layer so a chain 
link icon appears. Go to the Layers tab and select 
Merge Layers. Do the same to the other layers. 


Adjust the black and white oval layers back to 

100 per cent. Reselect the black oval by going 
to the Layers palette, clicking directly onto that layer 
while pressing Command/Ctrl. A Marquee selection 
should now surround the smaller black oval. Make 
sure your large, white, oval layer is selected and hit 
the Delete button. Once you trash the black layer 
(or turn it off) you should have a clean, white, oval 
frame that surrounds the silhouette of the tree. 


Now that you have two separate layers, merge 

them into one. Centre the designs into each 
other as above. Drag the layer into the working T- 
shirt design and invert it (Ctrl/Command+l). Go to 
the Layers palette and switch from Normal to 
Screen. Move the ornate bracket just slightly into 
the middle of the oval so that it appears to be fused 
within it, then duplicate the layer, positioning its 
reflection on the opposite side of the oval. 


Part 3: Ravens 
Adding the ravens will give both purpose and theme to our design 


Resolution 


The clarity of yourdesign 
depends on the size of your 
resolution. I's best to keep your 
file no less than 300 pixels per 
inch, If you are enlarging a texture 
or photograph within a 300-res 
file, those elements that you are 


Drag your new bird into the T-shirt design and 
place it onto one of the branches. The 

presence of this bird suddenly breathes a little life 

into the design, as it's become a part of a story. 


~~ 


expanding are not truly 300ppi. 
It’s best to introduce such 
elements into the design without 
having to stretch or enlarge them 
substantially. 


2) 


— 


Using the Pen tool, create a profile of a raven. 


If you're not confident doing this freehand, you Once your bird is complete, grab a selection by 
may want to sketch a bird profile and scan the image pressing Ctrl/Command while clicking on the Our bird needs eyes. Create a small circle 
into Photoshop to trace. It's important to make sure _path layer. Open a new layer and fill the bird ona separate layer and fill it with white, then 
that the profile of the bird is believable. selection with black. merge the layers. 


Make sure that the ravens are placed onto 
branches that look as though they could 


Duplicate and flip the raven horizontally and support their weight. If you need to adjust the 
place it on another branch on the opposite side branches by making them longer or thicker, then 
14 | The raven is a little too crisp against the of the tree. We don’t want the ravens looking simply cut branches onto new layers and multiply 
background; he needs to be integrated a little perfectly symmetrical to each other. Select the (Layers palette) them over the branches beneath 
better with our tree. Pick the Blur tool, which looks Liquify option from the Filters tab on the top bar. until you're satisfied with your modified tree. You 
like a teardrop located within the toolbar. Without Using the Warp tool, slightly push the back of the can use Transform (Command/Ctrl+T) to change 
overdoing it, blur some of the edges of our bird so raven up and move the breast out. This is an the girth and length of your selected branches 
that it doesn’t look quite so clean important but subtle detail before you multiply them. 


Part 4: Ageing 


To give this T-shirt a sense of age, it's important to incorporate the right type of texture into the design 


Braj Open the file texture? jpg from your cover CD 
and drag it into the working T-shirt design 
window. Using the Clone tool, spread the texture - 
completely around the entire frame. Try to keep the Open the second file, texture2,jpg, and Now select your favourite sections of the 


texture looking sporadic, so that it doesn’t appear to remove the grey tones by using the Levels box texture and drag them onto the main file. Try 
be too predictable. Once the frame is covered, (Command/Ctrl+L), Manipulate the arrows until the not to be too calculating; the texture should look 
multiply the texture in the Layers palette. greys are replaced by true whites and true blacks accidental and dilapidated, not predictable. > 
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Ageing continued... 


Inverting your design 


The file that you supply to your printer will become the template for screening the ink onto your shirts. 
The ink adheres itself to wherever there is black hue on your file. Each black pixel is information for 
the template that guides the ink, which is why it's necessary to invert yourfinished piece. 


Light vs dark 


Hyou happen to decide ona light shirt as a backdrop for yourdesign, you will only need the printer to 
do ‘one pass’. This means that the template placed onto your shirt is inked just once. However, if you 
choose a darker shirt, which includes mid-range hues such as red or green (not just black), you 
should instruct your printerto do a ‘double pass’. It willbe slightly more expensive, but worth itin the 
tong run; your shirts will be more durable and vibrant, 


Multiply each texture from the Layers palette, 

and continue to manoeuvre them until you're 
satisfied that the design has a sense of age about it 
Save and rename your file, then flatten the image by 


going to the Layers tab at the top bar and selecting Invert your entire image via Ctrl/Command+1 
Flatten Image. This will merge all your labels into one so that the design looks like a negative. You 
background, making it easier to work with are now ready to send to the printer! 


Part 5: Colours 


Now the fun part — using Photoshop to pick your colours for the T-shirt design 


Go back to the original file and rename it 

‘colourtest', then flatten. It's best to rename 
your files according to their purpose to avoid 
accidental re-saves. Go to the Select option (top 


Repeat step 22 by choosing Colour Range, but 
this time choose the surrounding black with 


bar) and choose Colour Range. A colour picker will Create another layer and fill the selection with your colour picker, Create another layer and fill the 
replace your mouse arrow; go to a white section of a bright colour such as red. Each pixel that was _ selection with another bright colour, such as green 
the design and click your mouse, then slide once white has now been replaced with a red hue. This new layer now represents the colour of your 
Fuzziness all the way to 200 within the Colour This new layer represents the colour of ink that you _ shirt, which will work as the backdrop to your 
Range box and click OK. will choose for your design. Label it 'Ink Layer’ design. Label the layer ‘Shirt Layer’ 


Final step 


The final stage is physically picking up your 
shirts from the print shop. You've now created a 
set of dynamic and unique T-shirts without 
breaking your budget, and you've done this 


fal 
a without using multiple colours or templates. 
Forest Grove, 


One screen is all that is required to achieve a 
design using this technique. @ 


Grange 


Naw 


Gold 
‘Burgundy 
Your screen printer will be able to match up 
almost any colour of ink that you come up 
pyry We now have two layers to-experiment with. with. However, you are more limited with the colour 
Choose the Hue/Saturation box and then slide of your T-shirt. Keep this in mind when 
the arrows to get every possible colour combination _ experimenting. Your best bet is to get a fabric 


that you think might best suit the design and style swatch of T-shirt colours. Your local screen printer 
of your T-shirt should be able to supply you with swatches. 
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Scanography 
Push your scanner to its limits to create 


stunning hyper-real images. The secret? 
Scanographers do it upside down... 


f avid Newton is a man 

f who really knows how to 
scan. You'll find the 
proof at his website: 

[w] www.davidnewton.com, where 
you can view an array of sharp- 
edged images that resemble 
photographs more than illustrations 
—all created using a scanner anda 
copy of Photoshop. Scanography 
describes images that possess 
elements of both photography and 
illustration, and yet do not sit easily 
in either category. 

Most people who own a copy of 
Photoshop and a scanner have, out 
of mere curiosity, progressed 
beyond scanning pieces of paper 
and transparencies. Who hasn't 
placed their hand on the glass to 
see what happened, or used any old 
random object that just happened to 
be nearby? Well if you haven't, you 
really should have! Because by 


using your imagination, it is entirely 
possible to produce images from 
your scanner that go well beyond 
what the machine was originally 
intended to do. 

In this case, we want to create 
a hyper-real image of a bird of 
paradise flower, with hard edges 
and luminous colours. It will look 
photographic in the sense that it's a 
representation of the ‘real’ world, 
but with digital manipulation — such 
as exaggerated shapes, colours and 
edges — to create an almost 
heightened sense of reality, this 
snapshot of everyday life will 
possess elements of illustration. 

Photoshop is an essential tool 
in this case, although the type of 
scanner really isn't that important. 
You can achieve excellent results 
from even the most basic 
equipment — it's not what you've got 
but the way that you use it... » 
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: Preparation and scanning 


First we carefully scan the flower. There are things we can do along the way 
to enhance the image, but getting a quality original scan will save time... 


Doing it 
upside down 


This is a big issue in 
scanography. Turning your 
scanner upside down means that 
the lens and light are now above 
the object being scanned, not 
below them as usual. There are 
many plus points to doing this. 
You can scan objects such as 
droplets of water without them 
falling onto the glass, or achieve 
‘a more realistic impression of a 
pile of objects (berries, powder, a 
metal chain for example) instead 
of that flattened ‘underside’ took 
you get, But (and it’s a big but), : i 
The flower we are going to use is perfect for 
this technique, because it has a smooth, waxy 
surface. This means that water droplets cling to it, 
even if it's upside down. This very preliminary scan 
shows what the flower looks like in its raw state, It's 
striking, but it could look even more interesting. .. 


yourscanner may not like being 
flipped over onto its back — you 
need to decide if it's worth the 
risk. The choice is yours! 


Getting a 
good scan 


‘Another good reason to have the 
scanner upside down is so you 


qr 


can have the object sitting ona 
plece of white paper. When 
scanning normally’, you can 
often lay an object face down on 
the glass and then put a sheet of 
paper over it to achieve the white 
background, but in this case it 
would be difficult if we were also 
trying to keep the flower 
millimetres away from the glass 
to prevent the water droplets, 
breaking, Having paper covering 
everything over would also prove 
extremely fiddly 


If you like, you can remove the flower from the 

scanner, clean it up, re-apply oil and water, 
then do another scan. There's a lot of trial and error 
in this. You'll have to get the hang of how to get the 
lens as close as possible to the surface of the object 
without the glass touching it. Here we have another 
scan of that part of the stalk where the water had 
spread - it now looks fine, so we will join this onto 
the previous scan. 


It’s best to draw very slightly inside the edge of 

the stalk/droplets. They will inevitably be a bit 
blurred, and doing this will give the optical illusion 
that all of the edges are sharply in focus. It really 
shouldn't work, but it does! 
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Enhance the flower by cleaning it, then coating 

it with a light film of olive oil. Wipe off most of 
the oil, then sprinkle water droplets onto the flower. 
This scan shows the basic impression from turning 
the scanner upside down and holding the base (now 
the lid) away from the flower with a book. This stops 
the glass from touching the water and squashing all 
the droplets into pools on the flower's surface. 


Keep scanning. Another reason to scan in 

segments, is that while one part of the object 
may be in focus, another part may not. In picture 2, 
the main body of the flower is in focus, but the stalk 
is receding, This is easy to rectify. Either change the 
object you're using to keep the heavy base of the 
scanner away from the lid, or slide the book (or 
similar) nearer or further away from the hinge. 
This affects how much the scanner can close. 


Convert the path to a selection by dragging it 
in the Paths dialog box to the dotted circle 
icon. Then drag the selection onto a new file. Give 
yourself lots of space to play with. This new file is 
at 300dpi (standard res for print reproduction). 
The flower will appear twice as large as life, as it was 
scanned at 600dpi. The new file has therefore been 
created with dimensions of 50x50cm 


Photoshop means that you don't have to 

capture a whole scan - you can preview the 
image in your scanning software, scan the best- 
looking bits and join them all up. Scan at a high 
resolution, giving you a good close-up, This flower 
is already a good size, so it was scanned at 600dpi. 
Here we've just scanned the stalk. Notice how the 
water has spread at the top... 


Once you've done all the scans you're going to 

need, it's time to get them all onto the same 
blank page. You could drag the entire scans onto 
the page, butit's better to cut each flower out from 
its background first. Use the Pen tool for a sharp 
line, zoom in and start drawing around the edges. 


Repeat the process of path-creating and 

dragging onto the new file until all the 
elements you think you'll need are there. Now 
you're ready to stick everything together and 
enhance the quality of the image. 


Scanography Tutorial [| 


: Constructing and correcting the flower 


The scans still look quite rough and ready, and are lacking the perfect, hyper-real 
quality we want. Let's put all the sections together and use some trickery... 


The things that 
scanners love 


Scanners seem to love shiny 
objects — but not just any shiny 
object. They produce bizarre 
results if faced with anything 
mirrored. What they do take 

to, are: fish scales, pieces of 
technology made from 
brushed steel, oily flowers, 
jewellery, sliced fruit, drops of 
coloured liquid such as blood 
and so on, They also work well 
onanything that sits good and 
flat against the glass, as opposed 
to round objects like apples 


ortomatoes. 


Zoom right in and put the first piece into place 


This can be an exact overlap of the adjoining The next step, if you have aligned the two 
piece, or you may decide that it'd make the picture pieces, is to erase part of the top layer with a You can see frdm these two images that all that 
look better if the stalk were at a different angle, This diffuse airbrush. In this case, we want to get rid of was needed here was to place one section over 
image shows the two pieces lined up exactly. that patch of ‘squashed’ water. the other, creating a seamless join 


The completed jigsaw should look something 
like this. If you're happy with the way it 


looks, merge the layers together and click Preserve Only one scan was made of the orange petals You could use the Clone tool for this part, but 
Transparency in the Layers dialog box, This means of this flower. It's become apparent that there's it's probably better to actually cut out a 
thatif there is any more work to be done on the a patch of ‘squashed’ water on one. In this case it segment of the petal and create a new layer for it 
structure of the image (and there is!), you'll be won't be possible to just erase the top layer to reveal (Select area, then Command+). The segment has 
working within the current edges of the flower an area of perfect droplets underneath, as in step been moved across here to show which part has 
and not spilling over into surrounding areas. 11, so a bit of cloning will be required. been duplicated, 


Tilt the segment slightly, lay it over the up and give the clarity that we're looking for. With this in mind, take regular looks at the 

offending area and change its hue subtly to The thing to remember all along, is that we are object you are working on and decide whether 
fit in with the colour of the area it has been placed —_after stunning, pin-sharp accuracy and an almost certain parts aren't working. This darker petal is a bit 
over. Erase softly around its edges to blend itin with heightened sense of reality. This means slightly ugly and doesn't really add to the overall beauty of 
the underlying area. exaggerating shapes, colours, edges and so on. the picture, so you may want to remove it. 
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Part 3: Keeping it hyper-real 


Time to add the final dramatic touches. A few basic steps will pull it all together 
and push the image into the realm of classic scanography... 


Surreal scanning 


Agreat thing about scanography 
isthat you can not only create 
images that are hyper-real, but 
also ones that are totally surreal, 
When objects are portrayed in 
such an in-your-face realistic 
way, itcan often be far more 
arresting to go all weird with 
them, but giving your image an 
overly arty’ and computer 
generated look, For instance, 
most sci-fi images may look 
great, but they rarely make you 
exclaim about how realistic they 
ook. Taking this flower as a 
starting point, how about 
cutting it across the stalk to 
‘expose flesh? Or having insects 
crawling all over it, but scaled 
down to make the flower took 
colossal? Orthe petals being 
pulled off one by one by a 
lobster's claw? Ifall the elements 
involved look unmistakably real 
(and indeed were), the impact 
canbe fantastic. 


19 Altering Levels is a great way of making an 
image look more dramatic. It gets rid of boring 

mid-tones in a picture and amplifies the light and 

dark areas, creating exciting contrasts of tone. 

As we are constantly keeping in mind the need to 

heighten the graphic impact of the picture, this is 

a vital procedure, Drag the two end sliders in the 

Layers dialogue box inwards slightly until you 

achieve the effect that you want. 


Invert the area selected and call up Selective 

Colour again to deal with all the red/orange 
areas, Choose Neutrals, and this time decrease Cyan 
and increase Magenta and Yellow to give a great 
‘zingy’ petal colour. 


Now lighten the shadow by reducing its 
opacity to around 40 per cent. 
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Next, we want to alter the colours slightly to 
really bring out and even exaggerate the 
flower's natural colours. Using the Lasso tool with 

a feather value of 100 (this softens its edges), draw 
around the areas of the flower with most green in 
them. By isolating certain areas we'll be able to more 
accurately control how the image is re-coloured. 


By To create an interesting shadow, duplicate the 
flower layer, move it down and right slightly, 

then apply a Gaussian blur of 60. Shadows are great 
for scanography: they give the image a 3D quality, 
and help counteract the light-direction problem that 
dogs scanography — namely that the light source is 
always directly in front of the object. Creating a 
shadow like this makes the brain think that the light 
source is to one side. A more pleasing impression: 


pyiy To enhance the slightly hyper-real quality, 
change the background colour to a vivid, 
complementary colour that offsets the flower. 


Open the Selective Colour dialog box 

(Image>Adjust>Selective>Colour) and select 
the Neutrals option. To alter colours subtly it's best 
to change any colour in the image that could be 
described as neutral (all the ‘weaker’ -coloured pixels 
that can stop a ‘stronger’ colour in the same area 
really achieving its full impact). By upping the Cyan 
and Yellow amounts and reducing the Magenta in 
this green area, the flower suddenly begins to look 
much more fresh. 


eyy Darken the shadow using Hue/Saturation. 
This shadow is a lot more interesting than the 
ones that are usually created beneath objects (by 
duplicating the image, filling it with black and then 
blurring and reducing its opacity) because it still 
contains colour. It imitates the effect often seen in 
real life when an object's colours are reflected by 
a bright light onto the surfaces around them. 


27 Because we've scanned at a good resolution, 

we can zoom into just part of the image. This 
works well with more graphic shapes that have an 
inherent excitement within them, like this bird of 
paradise flower. Its shape is already well known, and 
a more exciting picture can be achieved by cropping 
it. Create a new, smaller picture file and drag the 
flower and its shadow onto it, then move them 
around to find your ideal image. @ 


INlustration: Richard May [w] www.richard-may.com 


Artwork and expertise by Richard 
May, [w] richard-may.com. 
You can also contact Richard at 


Pixelsurgeon Creative Consultants: 


[w] www.pixelsurgeon.co.uk 
{w] www.pixelsurgeon.com, 


Designing to a brief Tutorial | 


Designing to a brief 


Follow a leading illustrator and Photoshop pro — Pixelsurgeon's 
Richard May — through the process of meeting an editorial brief... 


reating a spot illustration to 

accompany an editorial 

piece requires much more of 

the illustrator than the 
creation of an aesthetically-pleasing, 
ambient image. It's extremely easy, 
especially when illustrating technology 
articles, to fall back upon the same old 
painful clichés: wireframe grids, glowing 
monitors, reams of zeros and ones. If the 
article (or, as is often the case, the art 
director) specifically calls for such an 
approach, then so be it — you havea job 
to do and a deadline to meet — but 


wherever possible, try and engage the 
brain. We know you have one. 

This particular workshop isn't a 
tutorial in the traditional sense — we're 
following Richard May through the 
creative process behind the opening illo. 
The brief? To illustrate a piece on the 
pros and cons of switching from 
traditional photographic techniques to 
digital cameras. Photoshop has been 
used due to its almost limitless 
flexibility, but bearing in mind that it’s 
still just a means to an end for any good 
illustrator. It's a time-saving piece of 


digital magic, but it wont sit there for you 
at two in the morning and start jotting out 
ideas as you catch forty winks. It 
certainly won't, despite the wishes of 
many designers, communicate with 
clients on your behalf. 

So make a brew, put your slippers on 
and dive in. If you're following this tutorial 
step-by-step, in front of your computer 
with a blank canvas staring back at you, 
you're not so much missing the point as 
driving by it at 200mph in your Kai's 
Power Tools hotrod. Slow down, and put 
your conceptual thinking cap on... 
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Part 1: The groundwork 


Make some sketches, think about visual metaphors and rifle through your image 


library — the first stage is all about ideas... 


Overcrowding 


“1try, whenever possible, to 
divide my illustrations into three 
orfour basic elements,” Richard 
explains. "Both thematically 

and visually (often the two are 
inseparable), Crowding the image 
with a million focal points rarely 
works, only serving to confuse. 
It’s almost like admitting that you 
dorit have a good idea, only lots 
of little half-hearted ones.” 


Image credits 


Images of Zip disks courtesy of 
lomnega, It] 020 7365 9527, You 
can buy lomiega products online at 


Iw] wwwiomega.couk. Aversion 


Our illustrator's opening advice: “Sit down 

with a sketchpad and a copy of the brief from 
your client. The more time spent as an illustrator, the 
more visual shorthand techniques you'll develop, 
often cutting this stage to five minutes or so as you 
quickly rack your brain for visual metaphors, but it 
really depends on the job.” 


of this illustration originally 
appeared in Design Week 


rr Ty 


; mae 


Briefly on to the background. “I wanted to 

represent, as simply as possible, the transition 
from darkroom dwelling to digital development. 
The background needs to be a relatively neutral 
area for later juxtaposition, but it also needs to 
say something.” The best solution was a transition 
from texture into pixels; tactile scratches and marks 
into clean blocks of colour. 


“What could | take (so to speak) from a 

darkroom and have a little fun with, almost 
creating the visual equivalent of a play on words? 
The drying line (used to hang wet prints) seemed a 
good choice - maybe I'd peg a few disks on there. 
You'd need to look twice, but it would be another 
way of illustrating the metaphorical bridge between 
the old and the new." 
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sey This particular brief is ostensibly a simple one: 

jr a straightforward guide to the pros and cons of 
switching from traditional photographic techniques 
to digital cameras and associated gubbins. There are 
no complex themes or subjects, so it's up to you to 
be creative with the message. 


Richard May had the idea of a photographer 
sitting at a table, fiddling with his camera, 
back turned on an open doorway filled with pixelated 
light. This alone could possibly convey the wrong 
message - as though the article centred on 
the photographer's reluctance to move on. Hence 
the need to introduce a third element and focal point. 


Scan in the Zip disks (or CDs, if you're so 

inclined) and bang the contrast right up, then 
desaturate, Cut them out to white and save them 
for dragging and dropping onto your main canvas 
later. “I wanted a completely lo-fi feel to this 
illustration, rendering the usual anti-aliasing 
concerns pretty much null and void. This kind of 
look may not suit your way of working, so it’s up to 
you. Whatever you do, unless you're being paid by 
lomega, remove the Zip logo. It's unimportant, and 
you don't have permission (see step 6).” 


The article calls for an illustration that conveys 
me the essence of the subject matter with a quick 
glance. It may be more informative than entertaining, 
so enticing the reader with a pretty image is also a 
consideration, The best of both worlds. 


6 | If you have your own photography library, 
start sifting through it for potential images 

to scan. Failing that, Google Image Search 

[w] www.google.com is your best friend. It's a good 
source of obscure visual reference, Just be careful 
when saving images to disc and using them in your 
illustrations. Clever photo montage is one thing, 

a lawsuit is another. “Be creative. If your design is 
for publication, appropriate and modify. Basically, 
use at your own risk!" 


Now, before you begin work, double-check 
9 | and make sure you have at least the basic 
elements of the image sorted out and ready to go. 
It's often the case that you'll have a bright idea at 
the last minute, but don't rely on it. If you're 
working to a deadline, you need to have the basic 
concept under control. 


: Form and function 
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Next up is adding to the background, using scanned-in textures and multiple layers... 


Keeping 
perspective 


It's good to retain at least some 
‘semblance of reality and line-of- 
sight perspective, even if this is 
only alluded to witha simple 
horizontal line. We all rely on 
small visual clues on a day-to~ 
day basis and our memory 
automatically fills the gaps. 
This allows for some creative 
interpretations of reality, but 
we're not creating fine art — 
iUustration in this context is 

all about communication. 


The idea was to at least create the atmosphere 
or feel of a darkroom, so deep red and 
shadowed texture was the order of the day, The 
red is simply a colour fill set to Multiply (see step 3) 


This is where the ‘digital’ aspect of the 

background is introduced, and that's simply a 
case of using the faithful Mosaic filter from the 
Filters menu - nothing complicated here. Work on 
a separate canvas, then just cut and paste onto 
your main canvas as you see fit. Simply draw a few 
colours with a thin paintbrush (keeping in mind 
your colour scheme) and hit Apply. 


Time to go back to the sketchpad. Print out a 

high-contrast, black and white version of the 
photo and roughly trace around the figures on the 
other side of the paper (hold it up to your monitor, 
or a window). Be creative as you go along to fill the 
gaps - you don't want a perfect trace, just a rough 
approximation to overlay. Next, scan it back in. 


The background texture was basically a plastic 

bag that Richard May used as a base for 
spraying window latch bolts for decorating his 
studio, This left a lovely, random stencil pattern, and 
that combined with the folds of the plastic made for 
good texture when scanned, “Play around with 
multiple layers with different effects, and also with 
the contrast and levels to achieve the level of detail 
that suits you,” says Richard. 


Chop into the main artwork with the Polygonal 
lasso tool and create shapes and pseudo- 
shadows, lines and form, Flatten layers if you like - 
you can always do them again. Try to use layers 
only for the main elements of the illustration, 
and don't allow your file to get too big; speed is 
of the essence. Work quickly and be confident 
Carelessness is fine, at least for now. 


Drag your drawing layer onto your main 

canvas and roughly re-size it to fit, although 
this is one element of the image that you should 
ensure retains its quality - not everything should 
be pixelated. If in doubt, scan at a higher resolution 
than needed and size down. You may wish to draw 
your figures in Illustrator, or with the Brush tool in 
Photoshop. It's not important — as long as you have 
some kind of outline, you're sticking to your plans! 


exis) oufsr 


A new layer was created ~ a block red colour 

which was then multiplied several times with 
different layer effects, such as Hard and Soft light, 
Multiply and so on. It never hurts to introduce more 
textures to the mix —just experiment. 


If you were successful with your research, or 
hit jackpot at Google, you have a suitably lo-fi 
shot of a paparazzi or amateur photographer. 
Chances are it's only 72dpi, but once again, you're 
not going for perfection. Re-size to 300dpi (which is 
obviously what you should be working at for print) 
and ignore or even appreciate the image dithering. 


Create a new layer and zoom in on the figures. 

Next, use the Polygonal lasso tool to roughly 
draw an outline around the drawing, then add to this 
by using the Pen tool to create a white outline. Be 
abstract and messy, but never lose sight of the fact 
that your figures should be figures, not blobs. Ideally, 
you're aiming (unless you're an airbrush fetishist — 
and that's not healthy) for a tactile, hand-drawn 
quality, even when using the Photoshop tools 
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The clock is ticking 


You've got the main background, the digital doorway, plus your figures on the 


166 


artwork. Now we'll tie these elements together... 


Getting distracted 


Aside from various stylistic 
elements, hopefully nothings 
misleading the viewer, Anything 
that could distract from the point 
of the image must go. Seratch 
away, but dont start cluttering 
your image with superfluous 
details forthe sake of realism 

or perspective 


FTP software 


you're lucky enough to have 
‘a broadband connection, you'll 
do well to bag yourself an FTP 
application such as Fetch or 
Transmit. Both are available as 
free trial versions from their 
respective sites. This is a great 
way (providing your client is 
technically-savvy — you'd be 
surprised) to avoid using snail 
mailto deliver your work 
allowing you an extra few 
hours to make those important 
last-minute changes. 


Clock watching 


As silly as this may sound, it 
may even be a good idea totime 
yourself when working, Although 
inan ideal world art and design 
shouldrit be rushed, we all know 
that a deadline is a deadtine:and 
hey, if you can make more money 
by working faster, then that's, 
surely a good thing, right? 


Leave the components we've created as 

they are for now, and think about how your 
illustration as a whole could be more reminiscent of 
a darkroom = back to those Zips on the drying line. 
This third element is effectively the transition piece, 
metaphorically linking everything together. 


Duplicate the Zip disk layer several times, 

adjusting the size of the individual layers to 
give some illusion of perspective. Richard May 
"The trick is, at least as far as I'm concerned, to 
not veer too close to realism; but you do need 
some illusion of depth.” 


The basic illo is now almost finished. The point 

is illustrated in an adequately subtle way, yet 
there's no doubt in the reader's mind that this 
image is there to illustrate a photography-related 
article. Finally, add a horizon line (of sorts) to the 
image to enhance depth — that should be all the 
extra detail you need. 
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To draw the line, simply create a new layer and 

use the Polygonal lasso tool again, overlapping 
on itself to create a sharp, angular line. You may 
want to draw this with a contrasting colour using the 
Pen tool - whatever works for your illustration. If 
you have too many scratchy marks elsewhere, stick 
with the lasso. Contrast and balance is everything, 
and too much of one technique is bad news. 


Go back to your figures and start working away 

at the underlying original photograph with the 
Eraser tool — if this photo is not your own (again, see 
step 6 in part 1) you need to be eliminating much of 
the original image as possible, for obvious legal 
reasons. Consider it as a guide with useful aesthetic 
qualities where needed, and use your judgement. 


ee etaies aa ze 

“I've deliberately avoided detailing the 

individual key-presses and tools used in this 
tutorial. The main techniques used are layer effects 
and Lasso and Pen tools. It goes without saying, but 
unless they have a purpose, avoid filters like the 
plague. Remember to keep cropping to reduce file 
size, This is the time to think more about general 
composition and colour - if it distracts, bin it now.” 


Draw a few pegs where you see fit, keeping 

in mind balance and composition, then grab 
Zip disc and drag it over. Remember, you're 
doing the right thing if you're destroying image 
information (losing pixels), so push that contrast up 
some more with your disk layers. 


Keep in mind that to work as an attention- 

grabbing image, your illustration should not be 
running all over the colour spectrum. Try and stick 
within a particular colour range for each illustration 
element, plus contrasting blacks and whites for 
‘drawing.’ By all means use bright green, but not for 
the sake of it. Red was chosen for obvious reasons, 
and the blue worked as a contrasting colour. 


Bob's your uncle - one finished illustration. Final 

tip: "Sign it off with a cheeky signature or logo if 
you can squeeze one in — try and incorporate this into 
the overall design. Don't just slap a scrawl on there -— 
see where it'll fit. A little Pixelsurgeon.com flame on a 
disc label is the perfect place for self-promotion. If it 
doesn’t work though, don’t do it.” 


Files on disc 

All the files needed to complete 
this tutorial can be found on your 
cover CD. 


Expertise provided by Halhalis 
Vogelsang. Youcan contact 
Halhalis at [e] eat@btinternet.com, 
[w] www.mutilation.co.uk. 
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Crazy natural media effects 


Create some splattered paint-on-paper effects without having to get 


your hands dirty... 


n this tutorial we show you 
the methods used in 
Photoshop to create the 
paint/paper effects that are 
illustrated here, The features we use 
most are the Hue/Saturation, Levels and 
Layers mode options. 
On the cover CD you'll find some | 
paint-splattered stock to use. If you'd 


prefer to make your own, it’s quite quick 
and easy: all you need is some 
watercolour paint (any colour will do as 
you can change it in Photoshop later), 
some paper, and an old paint brush. 
Simply mix some colour and water 
together, dab your brush in the paint then 
flick the brush at your paper for an 
instant splatter effect. 


To create the crumpled paper effects, 
soak your paper in water for a few 
seconds, then crumple it into a ball. Then 
unwrap it and let it dry fora while. Dab 
your brush in some very watered-down 
paint and lightly brush this over your 
paper. The paint should soak into the 
cracks of the paper, darkening the cracks 
to give you a crumple paper effect. 
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Tutorial Crazy natural media effects 


Part 1: Make a Screen Texture Layer 


Import some images from the cover CD and adjust their Levels and Saturation... 


Naming layers 
After importing images to your 
document, you should always 
name the layer to something 
appropriate so you can easily 
remember what it is. 


Default settings 


When in Variations’ after tinting 
your layer and applying, the next 
time you enter the Variation 
menu itl remember the last 
settings you applied. To reset, 
just click on your original layer 
(top left in menu). 


For starters, create a new document with a 4 

width of 1024 pixels and a height of 768. Now import each file into your newly-created 
Make it 75dpi. The next thing to do is make a 2 | Open six to eight different PSD files from the | 3 | document. Hold down the Shift key while 
Screen Texture Layer, or STL. selection on your cover CD (any will do). dragging to keep the layer centred. 


What we want to do now is desaturate some 


of the new layers. Select the top layer, open | 6 | Drag the shadow bar to the right to make the 
the Hue/Saturation option (Ctrl+U or Now open the Levels menu (Ctrl+L or paint a bit darker. Choose Multiply from the 
Command+U), and drag the Saturation slider to Command+L) and drag the highlight bar to Layers palette - this will make the white areas in 
-100 (this will take the colour out of the layer). the left until the background turns white. the layer transparent. 


We've already prepared an STL that you can 
use if you don't want to do this part of the 


Repeat these steps to all your newly-imported 
layers, only this time vary the amount of | 3 | Now merge all the imported layers together tutorial. Open up the STL file from your cover CD 


desaturation and levels. and name the layer ‘STL. and import this into your doc. 
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Import the file to your document and place it 
under the STL layer. Repeat the Saturation and 
Levels procedure on the Trainstation layer. Leave the 
Layers mode at Normal. 


Now get hold of another image to use under 
the STL layer. Open Trainstation.psd from 
your cover CD, 
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Once you've done that, select the STL and 
change the Layers mode to Screen 


12 


Part 2: Crumpled paper effects 
Experiment with the layer order and add some subtle colouring... 


Experiment with 
contrasts 


Try using the Screen Texture 
Layeras a layer mask. Use the 
Saturation and Levels options to 
change the contrast to make it 
black and white. Experiment to 
get some interesting effects. 
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Now you need to add some crumpled paper 

effects. Open both CPO1,psd and CPO2.psd 
from same location on the cover CD and import 
them into your document. 


Repeat the Saturation and Levels procedure 

on these two CP layers, but vary the settings 
slightly. Now change the Layers mode to Colour 
Burn or Multiply. 


Lie 


rte 


oe 


Now you should arrange the PSD layers to 

the right of your document. Arrange them so 
that you get a spray effect from the right. You'll 
have to rotate/resize some of the layers to face 
the right way. 


Again repeat the Saturation and Levels 
procedure with all the PSD layers, and change 
the Layers mode to Colour Burn or Multiply. 


Open some of the Photoshop files included on 
your cover CD. Choose any that you like 
(we've used about ten different ones). 


Experiment with the order of the layers to get 
different effects. Duplicate some of the layers 
and position them, again rotating and resizing. > 
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Tutorial Crazy natural media effects 


Crumpled paper effects continued. 


Snap happy 


Having a camera handy when 
you're out and abouts very 
helpful, because you never know 
what kind of interesting things 
you'll see. Construction sites, 
buildings, trees/forest are good 
stuff to take pictures of, 


Invert the layer (Ctrl+! or Command+!), and 
choose Screen from the Layers mode. Now 


19 | Import PSO3B&W. psd and place it to the left you've got a nice white spray. Duplicate the layer pyy Now you'll see that the right side of the 
of the document. Rotate the layer so that the about five times, and resize/rotate them, varying document has a darker spray look and the left 
spray faces to the right. the amount for each to your liking. side looks lighter. 


Now do the same with one of the lighter PSD 


2 layers and rotate/position it under some of the 
Duplicate one of the darker Photoshop layers darker layers. Again, experiment with the layer's Now it’s time to give some of the layers a bit of 
from the right of the doc and rotate/position position or even duplicate it again to get more wad) colour. Select one of the dark PSD layers, select 
it to the left under some of the lighter PSD layers. spray effects. the Variation tool (Image>Adjustments>Variations). 


Part 3: Tones and tears 


Use subtle colouring and add a ripped paper effect... 


pyy Now add some red and yellow until you get a 
slightly desaturated red or orange tint. Do the 27 


Now you need to add some ripped paper. 
Open CPO2black.psd from the cover CD and 


You don’t want to add too much colour, so 
select the midtones, and move the slider one same with some of the other layers, varying the 
or two steps to the left (fine). amount and type of colour. import it into your document. 
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Be sparing 
with colour 


Adding a small amount of colour 
toa layer in Variations’ works 
well when using Multiply or 
Colour Burn in Layers mode. If 
you add too much, the colours 
will come outa bit too vibrant. 
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IPT Duplicate the STL and name it STL 02. Go into 


| 28 | Resize the layer so that you can see the torn Sem the Levels menu (Ctrl+L or Command+L) and Ey Add a layer mask (Layer>Add Layer 
edges around the doc. darken the image. Mask>Reveal All) to your new STL 02 layer. 


Part 4: Working with layer masks 


Add a subliminal face to the final image... 


Lock 


El Select the CP layer and select all (Ctrl+A or 
Command+A) then copy (Ctrl+C or PY Go back out of the layer mask by clicking on 


Command-+C). Select the layer mask on the STL tae another layer or the STL. You should now have If you want the right half of the document to 
(hold the Alt key when selecting), select all and then — some nice torn edges. Move some of the spray be a bit darker, duplicate one of the CP layers, 
paste (Ctrl+V or Command+V) layers below the new STL. and darken it using the Levels menu. 


any Pee. 


Import RB&W.psd and TO1.psd file to your 


FE] <iteate a new layer mask (Layer> Add Layer 


Mask>Reveal All) and select it. Use the In the final tutorial image, we added a 36 | 
Gradient tool to create a black to white gradient subliminal face (open Final Tutorial.jpg from Tati doc, Resize RB&W.psd so that the head fits in 
(black left side/white right side). the cover CD to see if you can spot it). your document. 


3 
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Working with layer masks continued... 


Cleaning up 


I you want to clean up some of 
the PSD layers because there's 
too much splatter, you canuse 
the eraser. However, we find that 
painting the unwanted splatter 
with the background colour of 
your layer works better, 


Again, repeat the Hue/Saturation procedure to 
the TO1 layer, this time making it a lot darker. 


ear al) tetien J 


mo 


apa 


esiszicses 

EX CaoMN Nee 
: 
Fa 
Lf 


L. 


ac 
jeg) 


g 


Now copy all (Ctrl+A or Command+A then 
Ctrl+C or Command+C). Select your T01 layer 
mask (hold down Alt then click) then select all. 


Alt-click the layer mask and move the image 
to the left of the document. Click the link icon 
again to activate. 
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Create a layer mask for your TO1 layer, making 
sure you select Hide Alll (Layer>Add Layer 
Mask>Hide All) 


Select the RB&W layer and Invert it (Ctrl+! or 
Command+l). 


Move the face to the left of the doc. Click on 
the layer mask link icon, which is between the 
TO1 layer and its layer mask 


Then paste the inverted RB&W layer by 
pressing Ctrl+V or Command+V, 


Now position the TO1 layer between some of 

the white PSD layers so that you get some 
spray over the face, and change the Layers mode to 
Linear Burn 


That's about it. You can experiment with the 

final image by rearranging the position of the 
layers or adjusting the Layers mode, the Saturation, 
or the Levels and Variations. Enjoy yourself. i 
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From Photoshop 
to the web 


Use Photoshop's Save for Web feature to get 
the best quality, lowest file-size graphics for 
the web and mobile phone platforms... 


hotoshop and its sister 

applications provide many 

tools for creating and 

optimising web graphics. 
The Save for Web feature is essential to 
many designers working in this medium 
and it provides largely acceptable 
results. However, with a little 
understanding of the production side of 
website building, the designercan 
provide intelligence that the software 
might not even have considered. 

To demonstrate this, we're using a 
signed-off design for the smalltwo-piece 
punk band Hacksaw (the finished site can 
be seen at [w] www.hacksaworg.uk). As 
wellas creating the graphics necessary to 
build the website, the client has asked for 
graphics that could be used as part of an 
intended WAP site and could also be 
done straight from Photoshop. 

For both web and phone platforms, 
we need to reduce our graphics files to 


Site design and expertise 
provided by Chris Schmidt at 
[w] track5.co.uk. You can contact 
Chris at [e] chris@track5.co.uk 


the smallest possible size without losing 
too much detail. This balance of 
optimisation is ideally suited to 
Photoshop, although ImageReady 
provides a range of tools specifically for 
web designers that can be compared with 
working permanently within Photoshop's 
Save for Web environment. 

Original designs can be assigned to 
slices to automate the production 
process; rollover images can be easily 
created; and more specific features, 
such as image maps and basic 
animations, can also be developed 
without having to leave your preferred 
image-editing software. 

Although you may be familiar with 
some of the initial techniques covered 
in this tutorial, keep reading and 
you'll soon discover some more 
intelligent approaches for converting 
your graphics, which Photoshop might 
not automatically consider. 


Files on disc 

All the Photoshop files that 
you'll need to carry out this 
tutorial have been included 
onyour cover CD. 
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Tutorial From Photoshop to the web 


: Slicing your artwork 


Before the conversion of your original design, you need to consider how it'll be reproduced for the web... 


GIF or JPG? 


For best results, you need to be 
able to identify the most suitable 
format fora particular image 
type, GIFs are best suited 10 
flatter images, such as text or 
images with minimal colours, 
while the JPG format is best used 
forthe variable colour tones 
found in more natural imagery, 
such as photographs. 


Open the file layout.psd from the cover CD 


and take a moment to familiarise yourself with 


the design, page structure, layers, and so on, 
Despite the overriding colour effect, the default 
page background will be the grey in the horizontal 
bars (#666666). 


Using the Slice tool and the aid of the guides, 

create slices around the major components of 
the layout. As you may not be too sure of the end 
purpose of the design, we've provided the finished 
slices in the layout_sliced.psd file. 


Using the Slice Select tool, choose individual 

slices to determine the best methods of 
compression for individual elements. In this case, 
the composition of the design is generally best 
suited to the JPG format, so you can apply the same 
settings to all the slices by selecting them all via 
Ctrl+A (Win) or Option+A (Mac). 
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By viewing the guides (View>Show>Guides) 

you can see how the original design was laid 
out, which provides a good starting point for the 
structure of the final page's HTML table. 


You could convert this to a web page at this 

point although the results would only be 
usable for this particular page. For reasons we'll 
explain further in a moment, hide all the variable 
text elements of the image, such as the navigation 
and titles, 


As the imagery is naturally softened, the 


optimised files should be quite efficient with a 
medium setting. Click the Save button to determine 


a file name and location for the converted objects. 


First, hide the components of the page that 

won't be converted to graphics, namely the 
main copy, secondary navigation and photographs. 
You can now see the graphical components of the 
design and decide how to slice the page. 


This leaves you with the bare bones of the 

page design, which will feature on every page 
of the site. You can now convert them into HTML 
and graphics. Choose File>Save for Web to launch 
the Conversion tool. 


The resulting HTML file and reliant images are 

then optimised, sliced and saved. They're 
ready for the next stage of the site's development 
within an application such as Dreamweaver. 


art 2: Compressing parts of an image 


Make the most of background and foreground elements that might be best suited to different formats... 


Improving 
workflow 


you've got multiple clients, 
t's often impossible to keep as 
detailed an eye as you'd like on 
the way the site changes. 
Converting key elements of your 
design into individual 
components is a great way of 
speeding up tasks when future 
changes are required. By 
creating such templates, 
Updating the site becomes as 
simple as amending the text 


Save your settings 


Similarly, you can save any 
optimisation settings directly 
from the Save for Web interface. 
This allows you to quickly select 
a configuration that's guaranteed 
to match that already used on 
the existing site, thereby 
reducing the risk of colour 
clashes and so on, 


[MHP Returning to your sliced PSD file, you can 


now make the variable text graphics visible 
again so you can determine how best to convert 
them. The GIF format is best suited for these 
flatter text elements and has the advantage of 
supporting transparency. 
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BY The side ABOUT title will change to match 
© different areas of the site. You could save it as 
is, but this would create an unnecessarily large file. 
As the background has already been created, you 
can isolate the text and save as a GIF using 
transparency to show the background. 
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=P To bypass this, select the GIF format from the 

settings options and select the transparency 
option. To improve the anti-aliasing around the 
image, choose Other from the Matte options and 
enter the background hex code (#FF6633). 


tT) Creating PSD files for individual components 
is a useful way of keeping your workflow 
organised when it comes to future changes. 
Duplicate your file a few times (Image>Duplicate) 
and crop around the titles and navigation to create 
dedicated files. 


i First, make a note of the dominant 
mm background web-safe colour using the 
Eyedropper tool, which in this case is #FF6633. 
Then hide the background, leaving only the text 
visible and go back to the Save for Web tool. 


Although this might give the appearance of 
losing quality if you zoom in closely on the 
image, you will notice the matte colour being 
applied to the edges of your text. In this case, you 
can safely reduce the colours down to four before 
you save the file. 
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5 Remove the redundant guidelines via 
View>Clear Guides and save these individual 
files with suitable file names. You can also safely 
remove any slice information at this point, as each 
component is self-contained. Now your new objects 
will be much more identifiable. 


probably be remembered, and the optimised 
preview probably isn't as sharp as you'd expect. Plus, 
the background will have been filled to compensate 
for the format's lack of transparency support. 


isbout | 
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day of them vere ub to being in 
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though none of them could scuiall: 

When this image is then used over the original 
background, which has been moved into the 

HTML tables background, the matte colour 

improves the relationship between the two objects. 

It offers the most optimised settings for each 

element when viewed through the browser. 
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Part 3: Optimising functional graphics 
Using ImageReady to create rollover graphics and code... 


Animating rollovers 


ImageReady also allows forthe 
easy creation of simple 
animated graphics. Although the 
animated GIF might be generally 
frowned upon, placing a subtle 
animation as part of a 


Fi RRA RIE 


background effect forthe 
rollover state can produce some 
interesting results, 


EY Open the nav.psd file from the CD (onto BY;] Make sure you can see the Rollover palette via 


which we've assigned each of the navigational Windows>Rollover and then slice the BY Select these in turn and click the Create 
elements to its own layer) and hit the Jump to navigation into individual components for each item. Rollover State button at the bottom of the 
ImageReady button at the bottom of the toolbar to You'll notice how each slice is assigned its own palette to generate a relevant thumbnail for each 
launch Photoshop's sister application. instance within the Rollover palette. object within the palette. 


By You can now test the different states by 


BY'Y Before you save your navigation, you can 
BY} The original file contains corresponding layers selecting the relevant thumbnail directly from further enhance the quality of your files as you 
intended for the Rollover state. To apply these the Rollover palette or via File>Preview In and did in the previous stage. Choosing one of the 
you simply need to select each Over State thumbnail, choosing your preferred browser to see the normal state buttons, hide any background elements 
hide the original layer and display the new layer. Rollovers in action. 


until you're left with text over transparency. 


Once you're happy that your rollovers are 7 The code to both the original background and 
You can also save time in the coding for such a 


functioning as intended and point to the right foreground elements can now be put together 
navigational item by entering the address of location, you can save the end result via File>Save _to provide the basis for your page layout, which is 
the targeted page within the URL of the Slice Optimised as and choose a location for the HTML ready to have the actual content introduced to 
palette, which is available through Window>Slice. and related graphics. provide the finished site. 
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: Graphics for mobile phones 


How to make the most of two colours and a canvas the size of a stamp... 


Ideal graphics 


Phone graphics need to be 
identifiable due to theirsize and 
colour limitations. Often creating 
new graphics from scratch or 
using sharper vector tools to 
create the original idea produces 
betterresults when converted 
into the WBMP format. 


Expert advice 


For more technical advice on 
creating content for mobile 
phones, check out the Nokia 
developers forum at 

[w] www.forum.nokia.com. Here, 
you can find out about phone 
specifications and get a better 
dea of the kind of limitations. 
this form of media has. 


The first thing to be aware of when creating 

graphics for mobile phones are the restrictions 
imposed. Images must be saved as two-colour 
WBMP files, which knocks everything down to 
black and white with no anti-aliasing possible. 


j To make a graphic of the band name, select 
» the Hacksaw title layer, select all and then 
copy. Create a new file, which will then 
automatically define the correct dimensions, and 
paste the title into place. 


baton soe 8 158m 
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=§ Open the converted file and zoom in until you 
can see the individual pixels. Open a new 
window via Window>Documents>New Window so 
you can see exactly how any changes affect your 
image at actual size. 


Second, the dimensions are tiny. The upper area 

limit for WBMP is 150x150 pixels, but even this 
is too big for most phones. For example, the most 
common Nokia resolutions tend to be between 
84x48 through 96x65 up to 128x128 on average. 
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fy The current dimensions are too large for a 
nell phone graphic, so reduce the image size to 95 
pixels wide keeping the proportions constrained. 
De-saturate via image adjustments and, keeping 
transparency locked, fill the text layer with black to 
increase the contrast. 


Keaw Womp @ 100% (Ditm... Lada) 


Using the Pencil tool at a size of 1 pixel, you 

can now manually clean up the image to make 
the end result much clearer than the initial 
conversion could allow. 


[EY Due to the limitations of mobile phone 

#8) memories and slow connection speeds, the file 
size too must be small — 1.461 bytes is the 
maximum. Fortunately, the format and dimensions 
help greatly by stripping out excess data. 


GACKSA 


j The quickest method of converting the image 
into the correct colour depth and format is to 
run it through the Save for Web tool. Select this and 
choose the WBMP option. Keep the Dither settings 
at Diffusion and 100 per cent, then save. 


HACKS AY 


j Once you're happy with the end result, you 

can simply save the file or run it through the 

Save for Web tool again before using it as part of 
your mobile site 
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Creating montages Tutorial 


Creating 
montages 


Masking layers enable you to create a 
complex-looking montage of futuristic 
images with the minimum of fuss... 


sing masking layers can walkthrough assumes that you're 
seem like a daunting relatively proficient in the basic tools 
prospect to a Photoshop and editing procedures of Photoshop. » 


artist - a complicated task 
and maybe even unnecessary. But the 
truth is they are a very powerful tool for 
producing complex-looking composite 
effects. And, with the help of this tutorial, 
they're nothing to be afraid of. 

Over the next five pages we also 
take a brief look at clipping groups and 
apply a few blending modes to the 
creation of our illustration. Most of the 
elements have already been created for 
this tutorial, which gives us more time to 
focus on new techniques. This 
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Part 1: Basic layer masks 


Create the four small screen images that appear in the foreground of the illustration, 


and see how simply layer masks can be used. 


Special effects 


‘Making changes to the masks 
means you can actually applya 
variety of cool special effects 
and filters tothe layer without 
affecting any of its elements. 


Undoable 


Before the time of unlimited 
undos, channels reigned 
supreme. Nowadays, masking 
layers are not permanent, and 
therefore give you the 
opportunity to make changes 
ata later date. 


Open sc3.psd from your cover CD and create 

a new layer above it: Layers>New Layer. Then 
fill it with the colour R: 211, G: 229 and B; 194 by 
clicking the foreground colour on the tool palette. 
Then go to Edit>Fill to fill the layer with that colour. 
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Now open sc2.psd and grid1.psd. Working in 
grid1.psd, Select>All, then Edit>Copy, then 
switch to sc2.psd and Edit>Paste. 


em Open sc4.psd and grid2.psd. Working with 

sc4.psd, go to Layer>Duplicate or drag the 
layer in the Layers palette down to the New Layer 
icon, then go to Image>Adjustments>Hue/ 
Saturation. Set Hue to -32, Saturation to +24 and 
leave the Lightness alone. 
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In the colour-filled layer, turn its blending 

mode to Hard Light, which is located in the 
drop-down box at the top of the Layers palette. 
Now click the New Layers mask icon at the bottom 
of the Layers palette or go to Layer>Add Layer 
Mask>Reveal All 


Create a new layer mask for Layer 1. Then, 

using the Gradient tool with a standard 
gradient and the foreground colour selected as 
black, drag the gradient from left to right over the 
image. This makes the composite around the 
model's face clearer. 


Create a new layer mask and again using the 

Gradient tool with black for the foreground 
colour and white as the background colour, drag it 
from left to right, creating a subtle colour blend 
between the two layers. 


In the tools palette, make the foreground 
colour black, then select the Brush tool making 
sure the Airbrush option is selected. In the brush 
palette, select a brush size of around 100 pixels in 
diameter with a Hardness of 0 per cent and Spacing 
of 25 per cent. Then paint over the image but leave 
the model's helmet visor untouched, making sure 
the layer mask thumbnail is selected in the Layers 
palette. Then flatten the image (Layer>Flatten 
Image) and save it as sc3.jpg. 


Now flatten the image and save the file as 


sc2. jpg. These screens will be used at a later 
stage in this tutorial, 


Now paste grid2.psd into sc4.psd, then 

Image>Adjustments>Invert. Then 
Select>Colour Range, and, using the Eyedropper 
tool, select the largest black area and click OK - you 
may need to select the Image button. See above pic. 


mask icon and, with the layer mask thumbnail 
selected, invert the layer. Then click the layer’s 
original thumbnail next to it and select Screen as the 
blending mode, and next to the drop-down box set 
the Opacity to 72 per cent. Then drag the whole 
layer into the Layers palette below the Background 
copy - this will create another subtle blending effect. 
Flatten the image and save as sc4.jpg 


This has created a selection. Now click the layer 


Open sc1.psd. Duplicate the layer and then 


invert it. Then open the Hue/Saturation dialog 


box and set the Hue to +180. 


12 Now open shape1.psd and copy and paste it 
above the original background layer. Now, 

create a clipping group. Hold down Alt (Windows) 
or Option (Mac), position the pointer over the line 
dividing the two layers - Layer 1 and Background 
copy — in the Layers palette (the pointer will change 
to two overlapping circles) and click. Follow this by 
flattening the image and saving as sc1.jpg 


Part 2: Creating a background layer 


Now build the background with some of the techniques you've just used in Part 1... 


Vector masks 


One area that's not covered in 
this tutorial is vector masks. 
Avector mask creates a sharp= 
edged shape on a layer and has 
the benefit of adding an 
Wustrative element with a 
sharp clean edge. 


Chain reaction 


While working through this 
tutorial, you'll notice that a small 
chain icon link will appear 
between the layer image 
thumbnail and the mask itselt 
This isto link the mask to the 
contents of the layer. You'll 
notice if you drag the layer 
contents around on the canvas 
with the link turned on, that the 
mask will follow. This helps to 
keep the masked-out area of the 
layer consistent with the image it 
was created for. 


EY Open Background1.psd. Duplicate the layer 
‘blue background’ and rename it ‘green 
background’ by double-clicking on its name. Open 
the Hue/Saturation dialog box and set the Hue to 
-68. Go to Filters>Blur>Gaussian Blur and set the 
Radius to around 7.3 and click OK. Then set the 

blending mode for this layer to Screen. 


Make another new layer and rename it as 
‘background shape’. Fill the layer with a white 
colour and then create a new layer mask. Then, 
using the Polygonal Lasso tool, create a selection 
similar to the shape above and then fill it with black. 


Now create a new layer mask for the green 
background, using the Gradient tool with the 
Radial gradient enabled and with the foreground 
colour set to black and the background colour set to 
white in the tool palette. Create a gradient on the 
layer mask over the white explosion, Experiment 
until you get a nice transition from blue to green. 
Save the file as maskillo.psd, 


hal Open shape2.psd and then select all and copy 

then paste it as the top layer in maskillo.psd. 
Switch the blending mode to Hard Light. Move the 
layer so that the largest central circle is circling the 
glow. Now create a new layer mask, and use a 
standard gradient with foreground black and 
background white and from the top right of the 
shape create a gradient that causes the shape to 
gradually blend into the background. Call this layer 
‘circle shape’ and then save 


sia Create a new layer above the green 
background layer and rename it ‘glow’. Using 
the Elliptical Marquee tool, make a selection around 
the focal point of the explosion and go to 
Select>Feather and set the Feather Radius to 44 
pixels. Click OK and then Edit>Fill with a white 
foreground colour. 


Place the pointer over the circle shape 

thumbnail in the Layers palette. Hold down the 
Control key and click the Select Layer Transparency 
drop-down box that appears. This should create a 
selection around the shape. Then create a New 
Layer and call it ‘stroke 1’. With the foreground 
colour set to white, go to Edit>Stroke and set the 
stroke width to 2 pixels and click OK. Set the 
blending mode to Overlay. 
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Creating a background layer continued... 


Unlinking layers 
and masks 


Ifyou click the disconnect link, 
the layer and mask are 

separated. You can then drag the 
layer contents around without the 


‘mask following it — the mask 
remains fixed in the position 


where it was originally created, 


orinthe last position you - 
moved itto. 
Aire Go back to the circle shape layer and duplicate 

Effects with filters it, then move it to the top of the Layers 

You can experiment with the palette. Click the layer mask thumbnail and drag it 

layer masks you have created. Try to the wastebasket icon at the bottom of the Layers 

applying certain types of filters palette. A dialog box appears — click the discard 

tothem to create an even greater button. Then Edit>Transform>Rotate. Select one of Py Co back to the circle shape copy layer and 

range of composite effects, the corners with the pointer, which should be duplicate it. Drag it to the top of the Layers 

Mtraa variant areclanesla selected with the Move tool, and rotate it clockwise palette. Click the Lock Transparency button on top 

itv rbasking layer at different to the position above. Then double-click it to set of the Layers palette and fill with the colour white. 
it. Then Edit>Transform and scale it to the size Using the same procedure as in step 18 on the De-select the Lock Transparency button and select 

eae roughly above. Create a new layer mask and, using previous page, stroke this layer and call the Gaussian Blur with a radius of 6.0 pixels. And set the 

Unoresting effects the Gradient tool again from the top of the layer, new layer ‘stroke 2’. Again, set the blending mode blending mode to Overlay. This should give the 
make a gradient. to Overlay. impression of a slight glow. 


22 Open cubes.psd and copy and paste it into 


your maskillo.psd document and rename the BEY Ouplicate the cubes layer and then position Duplicate the cubes2 layer and position and 
layer ‘cubes’. Set the blending mode to Hard Light. and rotate it like the above image. Rename the rotate it like the above image. Rename the 
Rotate the layer so it's in the same position as above. layer ‘cubes2' layer ‘cubes3’ 


Part 3: Building up the foreground 


It's time to focus on the foreground elements... 


Go to View>Rulers. Using the Pointer move 
tool, click on one of the rulers and drag it across - - 
Open machine1.psd and copy and paste it into the image. This should create a guide. Move it until it Pyg Now open machine2.psd and copy and paste it 


maskillo.psd. Position it like the above image snaps itself into position with the outermost edge of into maskillo.psd and rename it ‘machine2' 
and set its blending mode to Hard Light and its the machine layer element, Do this another three Position it exactly over the machine1 element. It 
Opacity to 71 per cent. Rename the layer ‘machine1'. __ times. See above pic for reference. should snap into place because of the guides 
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Displaying 
channels 


At-click (Windows) or Option 
click (Mac) selects and displays 
the layer mask channel. Click 
‘onthe layer mask thumbnail to 
view only the greyscale mask 
‘Then to redisplay the layers, do 
the combination click on the 
layer mask thumbnail or click 
the Eye icon, 


Mask on top 


You can also hold down Alt+Shitt 
(Windows) or Options Shift (Mac) 
and click the layer mask 
thumbnail to review the mask on 
top of the layer ina 'rubylith’ 
masking colour. Clicking the 
thumbnail turns it of. 


fy Create a new layer mask for the machine2 
layer and, using the Gradient tool with black 
and white selected as normal, create a gradient from 
right to left, so that the machine’ layer is viewable 
about halfway across the document. 


BYy Now go back to the machine layer and make 
a selection of it. Create a new layer below it 
and then fill the selection with the colour white. 
De-select the selection and Gaussian Blur it with a 
radius of 14.6 pixels, Set the blending mode to Hard 
Light. Rename the layer ‘glow2’. At this stage, go to 
Views>Show>Guides to hide the guides. 


Go to Select>Feather and make the Feather 

Radius 12 pixels. Then fill it with the colour 
white and make the opacity of the layers 62 per 
cent. And then de-select. 


Open machine3.psd and cut and paste it into 

the illustration. Rename the layer ‘machine3’ 
and position it exactly over the other two layers, as 
in the screenshot above. 


ERY Using the Magnify tool, zoom into the centre 

of the illustration (see above pic). Then using 
the Pen tool and Convert Pen tool, create a path as 
above. Click the Work path in the Paths palette and 
rename and save the path as ‘glow’. 


[J Open models’ .jpg from your CD and copy it 

and paste it as the top layer of our illustration. 
Rename the layer as ‘models’ and in the 
Hue/Saturation dialog box, set the hue to -66, and 
position the image as it appears in the above 
screenshot. Save the file. 


Creating montages Tutorial [| 


Create a new layer mask for the machine3 

layer and, using the Gradient tool with black as 
your foreground colour and white as the 
background colour, make a gradient from left to 
right. You'll now have a smooth transition between 
all three layers. 


Create a new layer above the machine3 layer 

and rename it ‘glow3' on the Layers palette. 
Make sure the glow path is selected and make it a 
selection by clicking the ‘Load path as Selection’ 
button at the bottom of the Paths palette. 


Create a new layer mask for the models layer 

and, again using the Gradient tool with black 
and white and from left to right, create a small 
gradient over the model's left shoulder so it blends 
into the cubes below this layer. 
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Part 4: Incorporating your four initial images 


This is the part where you add the screens you made earlier... 


Grouping layers 
Clipping groups is a very 
powerful feature which enables 
you to group together a 
number of layers. 


Experiment! 


One of the beauties of Photoshop 
is that there are no hard and fast 
rules - there are numerous ways 
todo the same thing and by 
‘experimenting you'll find the 
way that best suits your artistic 


needs and methods. 


Now open the sc4.jpg we saved earlier, select 


EP Create a new path layer in the Paths palette all and copy it. Going back to maskillo.psd, Evy Staying with this layer, go to 
and rename it ‘screen1', Zoom in on the first convert the screen’ path toa selection. Then go to Edit>Transform>Distort, and reshape the layer 
screen coming out of the machine and use the Pen Edit>Paste In To, which pastes the sc4 image into to fit. See above for the correct perspective. Make 
tool to make a path around the angular black shape. _ this area. Rename this layer ‘screen’ sure the pointer is selected to the Move tool. 


Open sc3.jpg and repeat the same procedure Open sc2,jpg and repeat the same procedure | 42] And finally open sc1.jpg and repeat the same 

to fit the image in the second screen coming to fit the image in the third screen coming out procedure to fit the image in the final screen 
out of the machine. Rename the layer ‘screen2' and of the machine. Rename the layer ‘screen3' and the Rename the layer ‘screen4’ and the Paths layer 
the Paths layer ‘screen2’ Paths layer ‘screen3’ ‘screen4’. Save the file. 


Part 5: Finishing off 


In this final part, use masking layers to add a bit of post production to the final flattened file... 


Click the layer thumbnail so you come out of 


Now go to Layer>Flatten Image and then Create a new layer mask for the duplicated the layer mask and, using the Hue/Saturation 

duplicate the flattened layer. Set the blending layer and create a gradient across the entire dialog box, set the Hue to -38. Save this file as 
mode to Overlay and Gaussian Blur the duplicated image from right to left so that only part of the left maskillo2.psd. Both maskillo files are on the CD 
layer with a radial of 6.0 pixels. layer is revealed around the explosion for reference. 
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Classic 
Photoshop 


Blending modes have always 
been one of the cornerstones 
of Photoshop illustration, 
and version 7 brought us 
new modes with a realm 

of ‘dirty’ possibilities... 


With the illustrative world being 
awash with hi-tech imagery, let's take 
a detour and veer into classic 
Photoshop territory and really push 
the limits of these methods. With a respectful nod in 
the direction of Gustav Klimt and Dave McKean, our 
aim is to generate an illustration with a used and 
dirty look, heavily using blending modes and 
importing scanned images and textures to help 
create the overall effect 
We'll be using a Poser model render, which is 
as clean and sharp as you'd expect, and giving it 
a look that's far removed from the usual clean, 
highly polished Poser illustrations. The result? 
Well, among many things, it’s rich in colour; some 
would go as far as to call it ‘warm and earthy’. But the 
main gist here is the word ‘classic’: we've assumed 
that you're relatively proficient in the basic tools and 
editing procedures of Photoshop, but have you used 
the application's ‘definitive’ techniques to the full? 


ONTHE CD 

You'll need to import a series 
of source files to complete this. 
tutorial. You'll find these on 
your cover CD. Artwork and 
expertise by Jacey, who can 

be emailed at [e] jc@jacey.com. 
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Part 1: Building the background 


Using previously scanned objects and negatives, start building the illustration from the bottom up 


Pin Light 

This new blending mode, inthe 
Layers palette of Photoshop 7, is 
useful for adding subtle special 
effects to an illustration. It 
replaces the colours, depending 
‘on your blend colour. As with 
most new features, experiment 
with them until you find the: 
desired effect. 


Layer Sets 


‘As we all know by now, Layer 
Sots are a cool feature of PS7, 
helping you organise and 
manage layers. I's great for 
easily moving layers as a group. 
INlustrations can go into high 
double figures and even, in some 
cases, three-figure numbers for 
layers. Assigning sets can really 
reduce clutterand prevent 
confusion in your Layers palette. 


Open background. psd from the CD, then 

Neg1.tif, Using the Rectangular Marquee tool 
from the Tool palette, make a selection of Neg1.tif, 
Edit>Copy. Click onto background.psd and 
Edit>Paste. Rename the layer Bc1 in the Layer 
palette. Open Image>Adjustments>Levels and set 
the input levels from left to right 0/228/123 and 
click OK. To change the colour, open 
Image>Adjustments>Hue and Saturation set Hue to 
-165 and Saturation O, then Lightness to +73. Click 
OK and make sure you keep saving your file at the 
end of each stage. 


| 4 | Using the Elliptical Marquee tool, make an 
ellipse selection on a new layer, name the layer 
Ellipse, then go to Select>Feather and make the 
feather radius of this selection 22 and click OK. Fill 
the selection with the colour R255, G159 and B141, 
Deselect and position its left edge close to the left 
edge of the brown layer. 


Fal Adding type to your illustration can give it 

more depth and a more contemporary feel. 
Using the Type tool with the foreground colour set 
to black, type in words such as passion, lust and love 
(or anything you prefer). Each time you type a 
word, use Edit> Transform>Scale and then resize it 
at different proportions, Do this with each word, 
then link all the words within the Layers palette and 
Layer>Merge Linked. Rename the layer so it’s called 
Words. Set the blending mode to Overlay and use 
Gaussian blur to soften the words. Set the radius in 
the Blur dialog to around 2. 
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BY) Using the Info palette, Window>Info make a 


square selection of around 9cm wide and 21cm 


high using the Marquee tool. Make sure Units in 
the Preferences dialog is set to centimetres, via 
Photoshop>Preferences>Units and Rulers, Click the 
Make New Layer icon at the bottom of the Layers 
palette or Layer>New Layer and name it Bcbrown, 
Using the Colour palette Window>Colour, set the 
RGB values to R214, G177 and B96. Edit>Fill with 
the foreground colour, 


Still using the Elliptical Marquee tool, draw an 

ellipse on a new layer and call it Dark Ellipse. 
Fill the ellipse with R54, G47 and B45. Then, using 
the same tool, delete sections of it (as in the image 
above), set the blending mode to Luminosity and 
duplicate the layer, Layer>Duplicate Layer. Now use 
Filter>Blur>Gaussian Blur to blur the duplicated 
layer. Set the radius of the blur in the Gaussian Blur 
dialog box to around 8.5. Click OK. 


To clean up the Layer palette, create a layer 

set. Click the folder icon at the bottom of the 
Layers palette and a folder will appear at the top of 
the Layers palette; rename this Backgroundset1 and 
drag all the layers into it apart from the original 
white background. By clicking the small arrow next 
to the folder, you can hide the layers completely. 


ide 


Open Negz2.tif from the CD, then copy and 

paste it into our tutorial illustration, rename the 
layer Neg’ and set the blending mode to Overlay in 
the drop-down box at the top of the Layers palette. 
Using the Move tool from the Tool palette, and then 
move the layer to the right. 


Next we'll add a few more shapes to give the 

background some activity. Create a new layer 
and call it Brownoblongs, draw a rectangular shape 
at the bottom of the Bcbrown layer and fill it with 
R117, G76 and B36. Then draw another rectangular 
shape at the top, not as deep, and use the Gradient 
tool to fill the shape. Use a linear blend and make 
the gradient fill foreground colour transparent. 
Deselect, create the new layer and call it 
Browncircle. Create a brown circle with the colour 


R184, G154 and B65. 


Going back to the opened Neg1.tif image, 

copy it all and paste it into our tutorial image 
and rename the layer Neg2. Set the blending mode 
to Overlay and lighten it using levels: input levels 
from left to right 0/1.19/207 and click OK. Make a 
rectangular selection at the top of the neg image 
and make a feather of the selection around 120 
pixels and click OK, then delete the selection. Now 
duplicate the layer, use transform to scale the layer 
(see above) then once you've done that, set the 
blending mode to Vivid Light and the opacity of the 
layer to 48 per cent. If you are unsure 
at any time, check Tutorial.psd on the CD. 


Classic Photoshop Tutorial 


= Applying foreground elements 


By adding blending modes and selections of scanned imagery, you can increase the illustration's dirt factor 


Open frame.psd from the CD, again copy 

the image and paste it into our tutorial image, 
calling this layer frame1. Use Edit>Transform>Scale 
to scale and position the frame at the top-left. Set 
the opacity of the layer to around 54 per cent. Now 
paste the original frame back in and 
Edit>Transform>Flip Vertical. Again transform to 
scale it down to the bottom-left of the image, set 
the opacity to around 55 per cent and the blending 
mode to Overlay. Rename the layer Frame2. 


Open the Path palette via Window>Paths 

Click the New Path icon at the bottom of the 
palette to create a new path layer and rename it 
Tree. Now, using the Pen tool and the Convert Point 
tool, draw a shape similar to the image above. Use 
the Convert Point Tool to arch and bend your drawn 
lines at their respective points. 


With this layer, set the Saturation in the 

Hue/Saturation dialog box to +56, then 
duplicate the layer. Rename the copied layer 
Woman2 and give it a Hue of +7 and Saturation of 
+23. Set the layer’s opacity to 86 per cent. Finally, 
apply Gaussian blur to the layer with a radius of 3.4. 
Select the Eraser tool and set the brush tip shape in 
the Brush palette, Window>Brushes, using a radius 
of 65 with none of the other dynamic presets 
enabled. Erase on her face and hands so the sharper 
detail of the layer below starts to show through. 


Going back to the Frame.psd, make a 

Rectangular Marquee selection over the 
pattern part of the frame, copy this and paste into 
the tutorial image. Using what you've already 
learned with Levels and Hue/Saturation, make the 
frame darker and more golden. Duplicate the layer 
and rotate it 90 degrees clockwise, then 
Edit>Transform> 90 Clockwise. Position it to the top 
of the original layer, then duplicate it and move it to 
the bottom. Link these two layers in the Layers 
palette, merge them and call the layer Smallframe. 


Now create a new layer in the Layers palette 

and call it Tree. Go back to the Paths palette, 
select the Tree path and press the Make Selection 
Icon at the bottom. Fill the selection with R79, G68 
and B4. Set the blending mode for this layer to Hard 
Light. Deselect the tree layer and blur it with a 
Gaussian blur, setting the radius to 2.7. Duplicate 
the layer, scale it and position it as a smaller tree to 
the left of our tutorial image. 


On Woman layer 2, lock the transparency of 

the layer and select the Paintbrush tool. Select 
the Airbrush options on the menustrip, and on the 
Brush palette select a brush with a diameter of 65. 
Make the foreground colour white and paint the 
left side of the woman. Next, change the 
foreground colour to black and paint her hair black 
on the right side. 


Duplicate then select the original Smallframe 

layer. Change the blending mode to Hard 
Light, then select the Transparency Lock Option 
button on the top of the Layers palette. Make your 
foreground colour black and fill the layer. Now 
switch off the Transparency Lock Option and, using 
Gaussian blur with a radius of 21 to create a 
shadow, move the layer down and right to give it 
the impression of casting a shadow. 


Open female.jpg, and from the path named 

Woman in the Paths palette, make the 
selection then copy and paste it in, calling the layer 
Woman’, Resize and position the woman, making 
her slightly more elongated. 


PNY gel pial Rey peor 


a | 


Duplicate the Woman’ layer and create a 

shadow for her as we did for the Smallframe 
layer. Name the layer Woman‘ shadow. Go back to 
the Woman’ layer that hasn't been edited. Hold 
down the Apple key and click the layer in the Layers 
palette to select the woman, then stroke the 
selection (Edit>Stroke) with a 2-pixel width. 
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: Finishing touches 
Time for some fine-tuning 


Making a Poser 


Check out {w] www.daz3d.com 


SL LY A 


for some creative and realistic 
textures for Poser 4 figures. 

‘The model used here is called 
Victoria and can be purchased 
from this site as well, Another 
00d source of Poser models is 


[wl www.turbosquid.com, 


Real people 


It you enjoyed this tutorial and 
like the style demonstrated, try 


Go back to nega.tif, select all and copy/paste 

it as the top layer of the tutorial image, calling 
the layer Neg3, Set the blending mode to Overlay 
and opacity to 62 per cent, Return to neg! .tif, take 


using real people in an image to 
create a more realistic feel or use 
the new Dynamic Paintbrush 


cold sink alreah nits a copied selection from the middle of the scanned pe aT a OS 
negative and paste it in. Call this layer Neg3 and , 
turn the blending mode to Pin Light. In the To darken parts of the illustration, use the Brush © 
Hue/Saturation dialog, make Hue +20 and tool to paint a black shape around the right- Create a layer and call it Shape1, then create 
Lightness +46, In the Levels dialog, set the input hand side of the woman, Set the blending mode to the shape above with the colour R160, G7 29 
levels to 3/0.85/255. Overlay, and call this layer Darkshape. and B46, Set the Blending mode to Multiply. 


Zoom into the flower using the Magnify tool 

on the Tool palette, then draw around one of 
the flower's petals with the Pen tool. Save the path’s 
layer as Petal. Make a selection of that path and 
copy/paste it back in. Call the layer Petal. 


Open flower.psd and copy/paste it in, placing Duplicate it a few times and make the petals Return to the Flower layer, duplicate the flower 
it above the palm of her hand. Call the layer cascade down. Link the petals, merge them, then and scale and rotate it, Do this several times, 
flower and switch the blending mode to Hard Light. _ switch the blending mode to Hard Light. Blur the and set the blending mode to Hard Light. After 
Play with the colours if you feel like changing them. _ edges to evoke motion merging the flowers, call the layer Smallflowers. 


Final step 


Flatten the whole image (Layer>Flatten Image). Duplicate the layer, and on the duplicated layer 
use a Gaussian blur with a radius of around 6.2. Set the Hue to -6, Saturation to +6 and Lightness. 
to +30. Switch the blending mode to Soft Light. Open the Colour Balance dialog and input the 
colour levels +81, +48, -62 from the right. You may want to desaturate her eyes and lips. See 
tutorial2.psd on your CD if you're unsure. 


Switching back to neg’.tif, make a selection 
again and paste it over the woman's waist. 
Using Edit>Transform>Distort, distort the shape and 
set the Hue/Saturation to Hue -153 and Saturation 
0, then Lightness to +15. Open Levels and set them 

to 0/0.73/186. Call the layer Skirt. 


Create a new layer and call it Paintmarks. 

Next, use the Paint tool with a brush size 
radius of around 2, a white foreground colour and 
the Airbrush option switched off; just loosely sketch 
around her skirt. Then, with a foreground colour of 
white, do the same around the flowers. 
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Typography Chapter 5 


Photoshop is designed to make impressive images, 
but text often plays an important role. This chapter 
will help you get the most from your typography. 


192 Treating your type right 

198 Type comes alive 

203 Typography — your questions answered 
208 Cool type effects with Photoshop filters 
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The rules... 


Treating your 
pe right 


Our experts bring you 30 professional 
guidelines for creating better typography... 


hese days, an artist has to wear many hats. In the course of a day, you 
{\ | might develop a Flash intro for a website, design a poster for an arts 
if festival, go to lunch with a client, then turn around and struggle with a 
{ cranky laser printer all afternoon. With so much work to do, it’s 
sometimes easy to forget the basics. And quality typography, one of the essential 
building blocks of communications, is all too often the first thing to go. But if the 
type's not right, the work will suffer — and that’s not good for anyone. 
We've asked a group of type designers and typographers for their favourite 
a> typographical tips. This panel of experts agrees that, while creative rules were 
oO, made to be broken, the basic ‘rules’ of good typography should never be ignored. > 
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| Feature Treating your type right 


Part 1: Rules and recommendations 


1. Apostrophes revisited 


Did you know that every font contains the ASCII 
apostrophe (or ‘prime mark’) to the right of the 
semicolon, as well as the ‘hidden’ typographer's 
apostrophe? Proper typographic use requires the 
typographer's version, accessed on the Macintosh by 
typing Option-Shift-], and on the PC by typing Alt- 
0146. To automate this substitution, set your layout 
application preferences to use smart quotes 
(QuarkXPress) or typographer’s quotes (Adobe 
InDesign). Typing &#146; will display the 
typographer's apostrophe in HTML. 

Brian Sooy, Brian Sooy & Co. 

[w] www.briansooyco.com 


"Wrong: “Right!” 
it's it’s 


"That's nothow = “This is how 
it's supposed we're going 
to look’ to do it” 


False quotes appear on the left, with true typographer's 
punctuation on the right. Top: Whiskers AOE, Astigmatic One Eye, 
Brian J. Bonislawsky, designer. Middle: Vineta, Bitstream, Ernst 
Volker, designer. Bottom: STF Veritas, Altered Ego Fonts, Brian 
Sooy, designer. 


2. Hyphenation consternation 


Hyphens are fine for compound words, but they don't 
belong at the end of a line of type. Do what you can to 
keep hyphenation to a minimum. Manually break 
lines, subtly adjust horizontal spacing, or slightly edit 
text to eliminate unwanted hyphens. The occasional 
hyphenated line-break is unavoidable, but don't have 
hyphens at the end of more than two consecutive 
lines. There should always be two or more characters 
before a hyphenated line ending, and at least three 
characters of the broken word at the beginning of the 
next line. Never let the second half of a hyphenated 
word, ora word with less than four characters, sit 
alone on the last line of a paragraph. 

Tamye Riggs, Society of Typographic Aficionados 

[w] www.typesociety.org; www.typelife.com 


3. Hang that punctuation! 


The most beautiful typography uses hanging 
punctuation. Beginning and ending quotes, line-end 
hyphens, periods, and ellipses should be hung in the 
margin for flush left and justified text setting to avoid 
‘holes’ in the text. InDesign and Macromedia 
FreeHand both have preferences for this, but in 
QuarkXPress, you'll have to manually set a non- 
breaking space before the beginning quote, and add 
negative tracking between the non-breaking space 
and the beginning quote to achieve the effect. 

Brian Sooy, Brian Sooy & Co. 

[w] www.briansooyco.com 


4. Ariver runs through it 


When setting justified body copy, you'llsometimes 
end up with strange word spacing. This can create 
the appearance of ‘rivers’ running through your text. 


Brick quiz whangs jumpy 
veldt fox. Quick wafting 
zephyrs vex bold Jim. 
Sphinx of black quartz 
judge my vow. The five 
boxing wizards jump 
quickly, Mr, Jock, TV quiz 
Ph.D., bags few lynx. Pack 
my box with five dozen 
liquor jugs, Jackdaws love 
my sphinx of black quartz. 
Sympathizing would fix 


Brick quiz. whangs jumpy 


veldt foxmQuick wafting 
zephyr: x bol: im, 
Sphin; lack@quartz 


judg ow MT heffive 
boxin izar ump 
quickly§™r. Jocl quiz 


Ph.D., bags few lynx. Pack 
my box with five dozen 
liquor jugs. Jackdaws love 
my sphinx of black quartz. 
Sympathizing would fix 


Examples are set in Verdana, Microsoft typography, designed by 


Matthew Carter. 


If the line length (also called measure) is short, set 
the text flush left/ragged right. 


Brick quiz whangs jumpy 
veldt fox. Quick wafting 
zephyrs vex bold Jim. 
Sphinx of black quartz 
judge my vow. The five 
boxing wizards jump 
quickly. Mr. Jock, TV quiz 
Ph.D., bags few lynx. Pack 
my box with five dozen 
liquor jugs. Jackdaws love 
my sphinx of black quartz. 
Sympathizing would fix 


Brick quiz whangs jumpy 
veldt fox. Quick wafting 
zephyrs vex bold Jim. 
Sphinx of black quartz 
judge my vow. The five 
boxing wizards jump 
quickly. Mr. Jock, TV quiz 
Ph.D., bags few lynx. Pack 
my box with five dozen 
liquor jugs. Jackdaws love 
my sphinx of black quartz. 
Sympathizing would fix 


If you have room fora wider measure, and you really 
must have your text justified, remember this rule of 
thumb: the line length in picas for justified text 
should be about twice the point size of the type. 

If your font size is 10 point, your line length should 
be around 20 picas. 


Brick quiz whangs jumpy veldt fox. Quick wafting 
zephyrs vex bold Jim. Sphinx of black quartz judge 
my vow. The five boxing wizards jump quickly. Mr. 
Jock, TV quiz Ph.D., bags few lynx. Pack my box 
with five dozen liquor jugs. Jackdaws love my 
sphinx of black quartz. Sympathizing would fix 
Quaker objectives. 

James Grieshaber, Typeco 

[w] www.typeco.com 


5. To justify, or not to justify? 
There are two schools of thought regarding the 
justification or non-justification of body copy. Some 
say text set with a ragged right margin interrupts the 
flow of reading. Others insist that the horizontal 
spacing problems and excessive hyphenation that 
often result from justifying text are far more 
distracting than a ragged right margin. Expert 
typographer Robert Bringhurst suggests this 
compromise in The Elements of Typographic Style: 
“Set ragged if ragged setting suits the text and the 
page.” In other words, you can use your judgment on 
the aesthetics of the ragged vs. justified issue — as 
long as you make it easy to read the text. 

Tamye Riggs, Society of Typographic Aficionados 

[w] www.typesociety.org; www.typelife.com 
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6. Seasoning the mix 


True small caps are not merely scaled down versions 
of full caps. They differ in weight, fit, and proportion, 
being designed to match the colour (tone) of the 
lower case. Putting passages of text in small caps is 
pointless: no matter how artful the setting, people 
will not be bothered to read it. The real value of small 
caps lies in their ability to add a dash of variety to 
complex settings, while maintaining the aesthetic 
convenience of a single typeface family. 

Nick Shinn, Shinn Type Foundry 

[w] www.shinntype.com 


7. Use italics for accents 


Italic fonts can be mixed with almost any other 
typeface. Try it; it really works! An italic design from 
a serif font can even be combined as a headline with 
a sans serif text font to create an exceptionally 
striking contrast. Italic fonts slant to the right, and are 
typically spaced tighter than their roman 
counterparts. When selecting a word to change into 
italic, be sure you also select the space immediately 
before the word. This will help reduce excessive 
gaps between italicised and roman words; use 
manual kerning between these words as needed to 
even out the space. 

Allan Haley, Agfa Monotype 

[w] www.fonts.com 


8. Mind your ems and ens 


Fonts usually have three dashes in their character 
set: the hyphen, the en dash, and the em dash. The 
hyphen (short) is used to connect the pieces of 
compound words, or to divide words that break at 
line endings. An en dash (medium) is used to 
indicate a range of dates, page numbers, or other 
values. The em dash (long) is used to indicate an 
abrupt change in thought, or to set off a separate idea 
within a sentence. etc. If an em dash ina typeface 
looks too wide, use an en dash instead. You may add 
a tiny bit of space before and after an em or en dash 
if you like. And — most importantly — never use two 
hyphens in place of an em or en dash! 

Tamye Riggs, Society of Typographic Aficionados 

[w] www.typesociety.org; www.typelife.com 


9. Reversing roles 


Type that prints fine in black on white is often 
illegible when reversed to white on black. It's 
surprising how often one sees, even in well- 
designed publications, a box or pull-quote where the 
type is knocked out of a dark colour and breaks 
down. If the text type is used in reverse, it should at 
least be made bigger or, preferably, set in bold, orina 
sans serif font. 

Matthew Carter, Carter & Cone 


10. The luxury of ligatures 


The ‘f ligatures are designed for discretion, to 
replace ungainly couplings with smooth, composite 
characters. Conversely, there are ligatures that add 
noticeable affectation to text. Another class of 
ligatures is for tight layouts — providing flexibility 
with letter combinations of alternate width, or 
minimising the white space between characters. 
The fi(Option-Shift 5) and fl (Option-Shift 6) are 
included in many fonts (Mac, not PC), but the 
location of extra ligatures varies, being either: 

on the base fonts (replacing obscure math symbols) 

*onan expert font 

* nowhere; many faces have only one expert font, with 
small caps/old-style figures, but no extra ligatures. 

Nick Shinn, Shinn Type Foundry 

[w] www.shinntype.com 


fi fi fl fl 


Fig. 1 Fig. 2 Fig. 3 Fig. 4 


Fig. 1: the f's terminal and the i's dot are apt to bump awkwardly. 
Fig. 2: The single character solution has design integrity. 

Fig. 3: The f-l pairing is too heavy up top, too empty inside. 

Fig, 4: Its ligature is attractive in its own right. Examples set in 
STF Veritas 


11. Less is more, more or less 


Today's designers have access to a wealth of unique 
display fonts. The impulse when you get a new font 
(or any cool new thing, for that matter) is to use it as 
much as possible. This may be good in some 
instances, but judicious use and careful selection 
of type will really make a difference in your work. 
If you've got a very ornate display font, use it for 
headlines or drop caps. Using ‘busy’ type designs for 
large blocks of text can interfere with readability, 
and usually doesn't look terribly attractive. Pair up 
complementary fonts, and limit the number of fonts 
used on one page — the results will be cleaner and 
more visually appealing. 

Richard Kegler, P22 type foundry 

[w] www.p22.com 


12. Optical illusions 


Much of good typography is about how things look. 
Optical alignment is usually more important than 
mathematical accuracy. 

+ Sometimes line spacing in headlines containing 
three or more lines must be adjusted to look even. 

+ Left-aligned headlines beginning with round or 
diagonal letters should overhang the margin. 

+ Align photos and graphics with the x-heights of text 
in adjacent columns, not the cap height. 

+ Punctuation in headlines almost always looks 
too large. Reduce it a point or two to make things 
look right. 

Allan Haley, Agfa Monotype 

[w] www.fonts.com 


13. Straight shooting with bullets 


Typographic bullets are simply round dots. They can 
be solid or just an outline, and come in two standard 
sizes: em bullets (which are almost as big as capital 
letters) and en bullets (which are about half the size 
of em bullets). When typeset, both varieties are 
centred vertically on the height of the capital letters. 


Below are some rules of thumb on how to use bullets. 


Em bullets: 
@ are almost always too big 
@ SHOULD BE LIMITED TO USE WITH CAP LETTERS 
O should be set in outline form for minimum 
text disruption 


En bullets: 

© Should centre on cap height when they begin a line 

e should centre on lowercase x-height when used with 
lowercase text 


En bullets can be set even smaller when: 

«less emphasis is required 

*very many or very few bullets are used 

+ they're used with a typeface that has a small x-height 
« they're used with a condensed typeface 

Allan Haley, Agfa Monotype 

[w] www.fonts.com 


14, Figuratively speaking 


The size of a font’s figures (numbers) can sometimes 
cause Visual problems. Lining figures, which are 
typically the same height as the capital letters, look 
fine in an all-caps text setting or in headlines. But in 
a block of lowercase text, these ‘uppercase’ numbers 
look ungainly and overpower the neighbouring 
letterforms. Elegant and readable text setting 
demands the use of old style figures. Conversely, 
‘lowercase’ figures shouldn't be stuck in the middle of 
a line of caps. The problem? The basic character set 
of most digital typefaces offers lining figures only. 
Look for typefaces that feature expert sets — extra 
fonts matching the design of the base fonts — which 


WINTER 2002 WINTER 2002 


Winter 2002 Winter 2002 
WINTER 2002 WINTER 2002 
RIGHT WRONG 


Examples set in Century Oldstyle, Kingsley/AFT, Linn Boyd 
Benton and Morris Fuller Benton, designers. 


typically feature old style figures, as well as 
ligatures, ornaments, swashes, true fractions and 
other typographic treasures. 
Tamye Riggs, Society of Typographic Aficionados 
[w] www.typesociety.org; www.typelife.com 
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15. The ups and downs of caps 


Drop caps and elevated caps should have the text 
that follows nicely fitted. Traditionally, the first word 
or phrase after the drop cap is setin caps or small 
caps, to provide a transition zone that eases the 
reader into the text. 

Nick Shinn, Shinn Type Foundry 

[w] www.shinntype.com > 


E’RE given no choice but to 
drown in our sorrows. If I had 
half a chance, I would die for to 


leave. For nine days, I floated through 
the Florida straits. My four days of water 


E... AWAITS THOSE who share 


in the pain, of a life without hope, and 
the daily refrain. Oh, Lord, please stop 
my hunger, shelter me from the rain. 


ND THE DAILY REFRAIN. Oh, Lord, 
please stop my hunger, shelter 
me from the rain. On the island 

of pain, we forsake our tomorrows. 


danced with the sharks—oh, but 
I'm still alive. A Cuban armada on 
the straits of freedom. A fleet full of 
souls on a sea full of dreams. We pray to 


B EEN GONE THE LAST FIVE. I have 


Fig. 1: Drop caps are a great opportunity for typographers to 
practise their craft. It’s fun to experiment with letters such as T. V, 
W and ¥ hanging the left arm into the margin — and this can give an 
edge to an otherwise rigid page layout. Cap set in Zapf Chancery 
Italic, Hermann Zapf, designer. Text set in URW Antiqua. 


Fig. 2: The initial cap can be set in a different typeface from the 
text, or the same — but ifit’s a serif typeface, a display version 
should be used for the large cap, not just the text font at a larger 
size. Cap set in Goudy Handtooled, Frederic W. Goudy, designer. 


Fig. 3: Fitted drop caps are especially important when the first 
letter is A or |, because the reader may otherwise wonder whether 
the initial letter is itself a word. Cap set in Goudy Handtooled, 
Frederic W. Goudy, designer. 


Fig. 4: The top of the drop cap should line up with the top of the 
following text, Cap set in URW Grotesk 
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16. Word space vs. line space 


Don't make the word space larger than your line 
spacing! It happens in headlines and body copy, 
makes reading difficult and looks bad. It's a basic 
rule of thumb, but you still see it happen all the time. 


When your word spacing is larger than the line spacing 
(leading) ina stacked headline, the gaps tend to break 
up the words visually in ways the phrase was not 
intended to be read. In the example above, the eye 
wants to group together the words, “Say | Do.” 


Examples set in Glyphic Neue, Typeco, James Grieshaber, designer. 


To solve the problem, add a bit of leading. If that's not 
enough to make the text readable, you may need to 
kern between the words a bit — the built-in word 
space is a little too wide fora headline setting. 
James Grieshaber, lypeco 
[w] www.typeco.com 


17. Be nice to your fonts 


Never seta script typeface in all caps. It looks 
horrible, it was never intended to be set that way, and 
it makes your work look less than amateurish. And 
don't play the Marquis de Sade with your fonts. Don't 
put them on the stretcher and stretch them taller or 
pull them wider. Instead, find an appropriate weight 
of a font to use that was designed and drawn with the 
proportions you need 

Stuart Sandler, Font Diner 

[w] www.fontdiner.com 
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18. Fun with alternate characters 
There are many display fonts that include not only 
full international character sets, but also feature 
alternate characters to allow for occasional 
substitutions. The font examples below demonstrate 
cases where alternates are desirable: 


EVERYTHING 
EVERYTHING 


P22 John Cage presents alternates of each letter in 
the upper and lower case positions. These allow fora 
more natural hand lettered look — especially when 
several letters repeat themselves. 


P22 Cézanne offers alternates for some of the more 
decorative characters (such as the 't’ and the ‘d’). 
When t's are used more than once ina word, they 
overlap with other tall ascender letters, and the 
appearance of the word becomes cluttered. Using 
alternates makes the simulated handwriting appear 
more pleasing and natural. 


LLOYD 
LOvA 


P22 Arts and Crafts has built-in ligatures and 
alternates that allow for decorative Mission-style 
lettering effects. It takes a little time to find the best 
combination, but the results are worth the effort. 
Richard Kegler, P22 type foundry 
[Ww] www.p22.com 
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19. The layered look 


Some interesting typography can be achieved with 
layered type. For example, combine ShinnType's 
Bodoni Egyptian Shadow (black) with the Bold 
variant (white) to achieve a multicolored effect: 


Using Adobe llustrator: 


Fill Fill 


Examples set in Bodoni Egyptian, ShinnType, Nick Shinn, designer. 


1. Set text in ‘Bold’ font in white 

2. Copy 

3.‘Paste in Front’ 

4. Click on ‘Shadow’ and ‘Black’ to change the type 
you have just pasted. 

5. Select both texts, and group, for subsequent 
ease of use 


Using QuarkXPress: 
1, Set text in ‘Bold’ font in white 
2.‘Step and Repeat’ with zero offset 
3. Click on ‘Shadow’ and ‘Black’ to complete the effect 
4. Select both text boxes, and group, for subsequent 
ease of use. 


Advanced: 
1. Tighten up the tracking 
2. Position the Fill font in front, to cover up the 
overlaps in the Shadow font. The amount of the outline 
left showing depends on the typeface. Here, the 
outline is thinned, because the Bold and Shadow fonts 
in Bodoni Egyptian are designed to trap. 
Nick Shinn, Shinn Type Foundry 
[w] www.shinntype.com 


20. Cascading Style Sheets unmasked 


You can achieve consistent on-screen type for any 

website by creating a style sheet with three basic 

styles: body, p and td. Assign the same font style and 

size to all three styles, and all type elements on your 

page will be the same size. Be certain to set your \ 
size in pixels (for example, 12px) since all other 

formats are relative (1px is the minimum size you 

can use for all browsers). The result will be similar- b= 
looking pages on any browser and platform. 


21. Invisible success (Fit Theory) 


When it comes to completing a successful type 
design, nothing can reduce the chances of that 
happening more than a poorly fitting font. The most 
finely rendered shapes will be for naught if the 
characters do not interact well and predictably 
with one another. Good spacing is another one of 
those invisible successes; it's worth remembering 
that only poor fitting will be noticed. 


22. Letter fit, then kern: Order 
is important 


The order of these tasks is crucial to a successful 
typeface. First, establish an appropriate letter fit, 
apply it to the entire font, and then finally, kern 
specific character pairs to fix what letter fit cannot 
address. If you find yourself kerning standard 
character combinations such as bo, no and the like, 
then chances are you didn't get the letter fit right. In 
that case, stop kerning and revisit the letter spacing. 


23. Basics of letter fitting 


The most difficult part of spacing a typeface is 
finding the right visual balance, or ‘colour’. A good fit 
depends on the stroke weight and body width of the 
typeface, and at some point, it can be very 
subjective. But there are some basic rules of thumb 
to get you in the ballpark: 


Generally, the heavier the stroke weight and the 
narrower the width, the tighter the fit. 

+ Square character shapes require more fit; round 
shapes require less. 

«Italics usually fit tighter than their roman 
counterparts. 

+ Display designs usually fit tighter. 


24. Spacing typeface families 


When developing a family of several weights, you 
should endeavour to determine the control character 
fits of all the family members at the same time; this 
way, fits for the entire family will be consistent with 
one another and the family will work well together. 
The letter fit of bold weight, for instance, should be 
tighter than roman. 


25. Spacing fundamentals 


The fit, or the space between any two characters, is 
the sum total of the right-side bearing of the first 
character and the left-side bearing of the second 
character. Their fits differ by virtue of their basic 
designs; the straight characters require the most 
space around them, while the curved characters 
require less space because the curve stroke 
occupies less of the surrounding negative space. 
Depending on the design, the flatter a curve stroke 
becomes, the closer the side bearing should 
approach that of the straight stroke. 


26. Control string 


The theory behind control characters is to use a 
small subset of characters to establish fits. The 
control characters possess the typical features and 
spacing combinations of the majority of the 
typographic set: HDHHOHOOhnnonoopo00 

The typical order for widest to narrowest fit is: HH, 
nn, OO, 00 and oo. Although they may not be directly 
related by shape, the fits of almost all of the other 
characters are determined in some way by the 
spacing relationships of the control characters. 


27. Extreme move rule 


When establishing spacing and kerning, if you find 
you can't decide one way or another (tighter or 
looser), make an extreme move, such as fitting the 
characters really close. Then back it off. 


28. Basic kerning rule 


It's critical to remember the difference between 
spacing and kerning. Spacing creates the rhythm 
between the black and white of the characters — the 
balance that allows the font to read properly. Kerning 
fixes what general spacing cannot do, by allowing 
you to improve the spacing between specific 
character combinations. 
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29. Kerning symmetrical characters 


Character pairs consisting of symmetrically 
designed characters should have the same kern 
values on left and right. For example, OTO, OVO. 


fe 


TATAVAWAYA 


30. Kerning: Using words 


The best way to assess kerning is by using words. The 
context of a word will help you decide if kerning is 
too tight or too open. i 


Main Writer: Tamye Riggs 


Tamye Riggs is a freelance graphic designer, writer, 
editor, and typographer located on the West Coast of 
the United States. She is the co-editor of four books on 
typography and motion graphics, including the recently 
released Indie Fonts, a compendium of digital type from 
independent foundries. Riggs also serves as the 
director of the not-for-profit Society of Typographic 
Aficionados and its annual conference, TypeCon2003. 
Read more about type designers and their work, and 
their lives at her pet project, [w] www.typelife.com. 


Jim Lyles 


Jim Lyles is Director of Typographic Development at 
Bitstream Inc. He has worked in the type business since 
1980, when he first learned type design at 
Mergenthaler Linotype in New York. He then worked for 
a year at Techni-Process, a headline type house 
upstairs from Photo-Lettering, Inc., on 43rd Street. He 
left New York in 1985, taking up residence at Bitstream 
in Cambridge, MA. Lyles holds a Bachelor of Science in 
Fine Art degree from Valparaiso University, and worked 
on his MFA in drawing and printmaking at Pratt Institute 
during his tenure at Linotype. [w] www.bitstream.com 


Sue Zafarana 


Sue Zafarana is Director of Custom Type Production at 
Bitstream Inc. She began her career in type when she 
joined Compugraphic (Agfa)in 1977, where helped 
develop their phototype library. She then assisted in the 
conversion to digital data in the early 1980s. Zafarana 
joined Bitstream in 1984, spending the first two years 
designing digital type at massive modified Camex 
workstations. She then slid over to the custom group and 
has been there ever since, serving the last 10 years as its 
director, She holds a Bachelor of Fine Art degree from 
Westfield State University. [w] www.bitstream.com 
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about upsetting the status 


quo through technology and 


design innovation. Where 
has it come from and where 
is it going? We take a look... 


m Expertise provided by Graeme Aymer 
| You can contact Graeme at 
[e] graeme.aymer@futurenet.co.uk 
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Typography has always been 


ypography is one of the most difficult aspects of design. Not only do you have to be visually 
creative, you also have to worry about technical details involving the readability, kerning and tracking of your 
alphabets. For package design, you've got to make sure your product stands out without confusing 
potential buyers about what the product actually is. And in terms of signage, well, it’s a case of 
standing out enough to be seen, while not being obtrusive. 
We're constantly bombarded with messages from all corners of this so-called 
developed world. There are buses telling us that xXx is a new type of secret agent, 
print adverts informing us that Joey Negro is presenting the album Jakata 
(which we're informed in subtle sans serif capitals includes samples from 
the soundtracks of American Beauty, Betty Blue and the Shawshank 
Redemption), and the faux stencilling of the Manic Street 
Preachers’ CD cover for ‘There by the Grace of God’. 
‘Typography has always been about two things: technology 
and rule breaking. It’s followed the craft from its earliest days 
of the printing press, through to David Carson's craziness 
with RayGun magazine in the 1990s. And it doesn't 
look like it's going to change any time soon. 


ail, 
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The birth of type 


4 
Be history of typography Feature 


We can mark the beginnings of typography as we know it today at the invention of the printing press. Though 
its disputed by some, Gutenberg’s press printed the first mass-produced book in 1454: the Gutenberg Bible. 
His invention was a revolution in itself. Within 50 years of the pressing of the Gutenberg Bible, over 1000 
printers set up shop in over 200 cities in Europe. Not surprisingly, both Church and State were somewhat 
alarmed at the ease with which ideas began to circulate, and they soon introduced censorship decrees in vain 


attempts to regulate its use. 


Itwas also curtains for scribes, who madea living out of copying books by hand with quill and ink. 
Moveable type meant the end of their industry. Funnily enough though, it also meant the birth of typography 
inits modern sense. It saw the rise of designers like Claude Garamond, who is credited as being the first 
person to specialise in type design as a service to publishers. His first Roman font was used in the 1530 

edition of a volume lovingly entitled Paraphrasis in Elegantiarum Libros 
= Laurentii Vallae. More importantly, Garamond and his 


that saw the 
proliferation of ideas, from 
the Protestant Reformation, and 
revolutions in the United States and France, 
as well as civil war in Britain. 

Type designers also established themselves. 
Giambattista Bodoni, for example, worked from the 
late 18th to early 19th centuries, producing work for the 
European élite. Like Garamond, his success was due to the 
importance he placed on high production values. He also 
produced Bodoni Book in 1798, which raised the eyebrows of 


contemporaries followed what had come 
before: handwriting. 


Between the sixteenth and early 
nineteenth centuries, the 
printing press 
changed very 
little. It was 
anera 
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Max Meidinger 


Where would we be without Helvetica? It's a font 
that has been used, overused, consigned to history 
and then resurrected, and it’s likely to remain one of 
typography’s most enduring fonts for all time. 

It is the work of Max Meidinger, who was born in 
Zurich, Switzerland, on Christmas Eve, 1910. He 
trained as a typesetter between 1926 and 1930 at the 
Zurich Kunstgewerbeschule or Arts and Crafts 
School. After a spell as a sales representative for the 
Haas'sche Schriftgie§erei (Haas Type Foundry) in 
Munchenstein, he quit and became a freelance 
graphic artist in Zurich. 

His big break came in 1956 when he was asked by 
his former boss at Haas, Edouard Hoffman, to 
modernise one of the company’s Haas Grotesk san 
serif fonts for use in advertising. Thus he set to work 
on what was to become Neue Haas Grotesk, which 
went on sale the following year. In 1961, rights to the 
font were purchased by Germany's Stempel Foundry. 
The company developed a full series of weights 
based on the original designs, and renamed it 
Helvetica. 

Meidinger died on 8 March 1980. Other well- 
known fonts that he designed include Pro Arte, 
Helvetica Rounded and Horizontal. 

[w] www. fontexplorer.com 


Jonathan Barnbrook 


Typography is not merely letter shunting to Jonathan 
Barnbrook. It is an agent of change. He believes that 
type should have some sort of social significance, 
and he designed such faces as Nixonscript, a font 
“with which you can lie”; an attempt at modern 
gothic black lettering font called Bastard; and False 
Idol, designed to “mimic an atmosphere of glamour 
and sophistication but achieves only a certain 
fractured seediness" as it's based on “bad rubdown 
lettering in 1970s pornographic magazines”. 

His satirical streak can be seen in such work as his 
collaboration with Damien Hirst, not only on the 
Pharmacy restaurant, but also with the book | Want 
to Spend the Rest of My Life with Everyone, One to 
One, Always, Forever, Now. 

He's a graduate of St Martins and the Royal College 
of Art and is the brains behind Virus Fonts. His work 
is certainly pioneering and experimental. His book 
collaboration with Hirst, for instance, uses a number 
of devices including pop-ups, as seen in children’s 
books. Not only is his work innovative, they're also 
given an edge by the designer's views on politics and 
contemporary culture. 

Fonts he's designed include Patriot, Prozac, Coma 
and Expletive Script. 

[w] www. virusfonts.com 
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the design community, It was very crisp and clean, with thin, straight serifs. It reflected what was going on 
around him at the time: the beginnings of the industrial revolution. 


New technology 
As the 19th century drew to a close, the printing press itself was undergoing change. Machines such as 
the Linotype and the Monotype were lowering the cost of printing, while steam replaced manual labour to 
actually operate the machines themselves. It was the dawning of the age of mass production and social 
mobility, which meant that typography was about to face some brand new challenges. 
Atthe'start of the 20th century, Art Deco, Art 
Nouveau and Bauhaus all influenced 
typography. Their design aesthetic 
was clean, eschewing the 
ornate. In terms of type 
design, they 
picked up ona 


* 
forgotten movement that | ll 6 
had outraged all and sundry a 
century earlier; the Grotesques. What 
was outrageous about these fonts was that 
they had no serifs, which was simply unheard of. 

Sans serifs were perfectly suited to the market 
economies of the first half of the twentieth century. 
Advertising was on the rise. People needed signs to show 
them where to buy goods or where to catch the train. 
Gradually, they needed type to tell them what movies to 
watch, what radio shows to listen to, and exactly what 
magazines to read. 

Evidence of this is still all around us. In 1916, Edward 
Johnson designed his famous font for the London 
Underground. Around twelve years later, Paul Renner 
designed Futura, which is widely seen as the definitive 
sans serif font. At around the same time, Eric Gill designed 
his famous Gill Sans, still often used by the BBC. Not to 
mention Max Meidinger’s Helvetica, designed in 1957. 


Xerox in full effect 
Perhaps we should pay homage to Xerox for 
moving typography to the next level. It had 
the foresight to realise, in 1960, that Chester 
F Carlson's ‘electric photography’ patent had 
acommercial use and so released the 
photocopier to the world. It paved the way 
forthe birth of the fanzine during the late 
1960s, but it was during the punk era that 
the genre really flourished. The advent of 
fanzines meant that anyone could designa 
publication, and often featured extensive 
amounts of cutting and pasting, both in 
terms of imagery and type. 

Punk bands also designed their own 
record sleeves with the same aesthetic. 
It paved the way for the so-called ‘grunge 
fonts’ of today. However, it also had a 
marked effect on budding 
graphic artist Neville 
Brody. He 
combined 
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Jonathon Barnbrook’s style is inspired 
by the gothic fonts created by Eric Gill. 


Zuzana Licko 


When the Mac was launched in 1984, Zuzana Licko 
and her husband Rudy VanderLans were busying 
themselves with Emigre magazine. The new 
technology meant that creative magazine production 
was now easier than ever. However, its font palette 
was rather limited, and so Zuzana got on with the 
business of designing their own, first using bitmap 
technology, and eventually with Adobe's 
revolutionary PostScript technology. 

Emigre, both as a foundry and a magazine, showed 
the world just what was possible using digital 
technology. Licko's work with her partner has earned 
the foundry numerous awards, including an 
American Institute of Graphic Artists Gold Medal in 
1997. Emigre has also had its work exhibited in San 
Francisco's Museum of Modern Art. Licko's work 
with typography on computers revealed the extent of 
the digital publishing revolution. While Adobe and 
Apple must be credited with its technological birth, 
it is Emigre that provided the first clue of the changes 
that were due for the world of typography. 

_ Fonts designed by Zuzana Licko include Universal, 
Emigré, Matrix, Modula, Senator and Citizen. 
[w] www.emigre.com 


Eric Gill 


Strictly speaking, Eric Gill is not a typographer. 
Primarily, he was an engraver, using wood as his 
medium of choice. He was born on 22 February 1882 
in Brighton, and attended art school in Chichester. 
During his time at Central School for Arts and Crafts, 
Gill attended lettering classes given by Edward 
Johnson, who went on to create the famous typeface 
for London Underground. It was to have an 
influential effect on him later, when he went on to 
design Gill Sans, one of the BBC's most used fonts. 

At the turn of the new century, he was known as a 
master craftsman, making engravings for title pages, 
lettering in stone and sign making. He rose to 
national prominence after his sculpting work for the 
BBC's broadcasting house. 

His typography work was something of a 
collaborative effort. At the end of the 1920s, 
typographer Stanley Morison persuaded Gill to 
design type for print. Gill agreed, but didn't much 
fancy working with the machinery that was required 
to produce lettering then. Therefore, a punch-cutter 
called Charles Malin was brought in to deal with the 
mechanical side of things, with Morison co- 
ordinating the two sides. 

Gill's fonts include two series of Gill Sans, between 
1928 and 1930, Perpetua in 1929 and Solus in the 
same year. He was an often controversial artist as 
well as a typographer, and thanks to the BBC, his 
work is among the best known in the UK. Eric Gill 
died in 1940. 


The history of typography Feature 


punk sensibility with influences like Dadaism and Pop Art. He also studied the ‘cut up’ technique 
of William Burroughs and Brion Gysin, where strips of text were snipped and re-combined 

to yield entirely new meanings. It's a technique he used on The Face magazine as its art 

director. Essentially, Brody, with scalpel and Letraset, designed the affluent Britain 

of the 1980s. He blew up lettering, reduced it, distressed it, filled in holes, 

sometimes with a magic marker, all to produce 
camera-ready artwork. 

But Xerox's work wasn't over. In 1984, the 
Macintosh said ‘Hello’ for the first time. It was a 
tiny personal computer with not a lot of power. 
But it was based on the graphical user interface 
system, including the mouse, all invented at 
Xerox's Palo Alto Research Centre (PARC). 
Furthermore, two former PARC employees, 
John Warnock and Charles Geschke, finally 
released the product that had caused them to 
leave Xerox in the first place. It was called 
PostScript, and it was the first product released 
by Adobe, also in 1984. In 1985, Steve Jobs’ 
Apple invested $2.5 million in the company to 
ensure the technology would be included in 
Apple's new LaserWriter product. The final 
piece of the jigsaw came about when the two 
happened upon a start-up called Aldus that was 
making an application called PageMaker. 
Suddenly it was possible to lay out a magazine 
ona computer and send high quality output to an imagesetter. The desktop 
revolution had begun. 

Itkicked off a movement that started with the birth of Emigre magazine, and 
its associated type foundry of the same name was set up in 1984 by Zuzana Licko and 
Rudy VanderLans. Licko started off making bitmap fonts, but later went on to produce type, 
using curves possible using PostScript. It in turn made it possible for a wave of designers like 
David Carson, Jonathan Barnbrook, Juan Gatti and Lucas de Groot to manipulate type in new and 
exciting ways. 

David Carson, for example, rendered RayGun magazine almost 
unreadable due to his unusual layout style. De Groot used more conventional 
reworkings of fonts that had come before, such 
as Frutiger. More recently, computers have enabled the 
likes of Felt to experiment with moving images 
and type, while publications like eye, I.D. 
and Graphis were able to build on 
work previously done 
by Carson. 
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Neville Brody 


Design in the 1980s would be nowhere without 
Neville Brody. He combined a punk attitude with 
artistic movements such as Dadaism and Pop Art, the 
photography of Man Ray and Laszlo Moholy-Nagy 
and the William Burroughs and Brion Gysin-inspired 
Cut Up technique to produce the decade's look. Its 
greatest moment was during his period at The Face 
magazine, which lasted for five years starting in 
4982. His work was copied back then by just about 
everyone hoping to tap into the decade's aspirational 
ethos, which swept Britain during the Thatcher years. 

Brody also designed numerous record sleeves for 
Fetish Records between 1979 and 1987, including 
ten records for Cabaret Voltaire. He did something of 
an about-face when he took over art duties at Arena 
magazine, becoming known for using bold Helvetica 
in lower case for much of the design. He's been 
featured in exhibitions at the V&A, and also wrote a 
book, The Death of Typography. He's a founder of 
FontShop International in Berlin. 

Fonts he's designed include Industria, Autotrace, 
Insignia, Arcadia, Typeface 4, Typeface 6 and 
Typeface 7. 

[w] www.fontshop.de 


David Carson 


David Carson was a Sociology teacher and surfer 
before he took some basic evening courses and 
became one of the most influential designers of his 
generation. He started his path with Beach Culture 
magazine at the start of the 1990s. He took his 
design ideas to RayGun in 1992. 

There, he used new fonts, many from Emigre, and 
he flipped letters and numbers to create new 
lettering. He also ignored grids, guttering and a 
range of other magazine design conventions, 
outraging and invigorating the industry. To some, it 
made the magazine unreadable, but then, if you 
couldn't understand it, you probably weren't the 
magazine's intended audience anyway. His 
innovations can be seen in all magazines that aspire 
to reflect cutting-edge design, and have influenced — 
directly or indirectly - a range of contemporary type 
designers such as Germany's Designer Shock. 

He founded Garage Fonts in 1993 to distribute 
fonts used in RayGun, though he's no longer 
involved with the site. He also runs David Carson 
Designs, producing Websites, including the cover for 
culture magazine The Mixture. He also designed the 
packaging for the Nine Inch Nails album The Fragile. 
And he's responsible for two books: The End of Print, 
and Fotografiks. 

[w] www.davidcarsondesign.com 
[w] www.garagefonts.com 
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| Thenext step 
I Where to next? It's hard to tell. Certainly, the world has become even more 
consumerist at the start of the 21st century than it was 100 years 
previously. Typography now includes motion; think television 
commercials and film. There's also room for interactivity thanks to 
é the Internet, Flash means that one of the barriers to developing 
typography online — browser compatibility — is being 


overcome. The likes of David Carson and Jonathan 
Barnbrook spend plenty of time bringing their design ideas to 
the web, It also means that type designers like Nick Hayes at 
Identikal can claim that his vision of typography is “communication 
through visualisation and sound”. 
| It’s also led to a type movement of its own, Pixel Fonts, where the point isn'tto 
avoid making letters look like they're not made of pixels, but to embrace the 
blockiness and edges of the squares that make up the fonts themselves. This in turn 
enabled micro fonts — lettering almost too small to be read — to be used on sites to provide a 
cutting edge appearance. The web has also led to the birth of a thriving, though admittedly not 
necessarily lucrative, trade in fonts. 
Maybe, however, just as we still use fonts designed by Garamond and Bodoni hundreds of 
years after they were created, there's still room for classic design in future. “The age of techno fonts 
is on the way out,” says Identikal’s Nick Hayes. “The true typographers will release fonts that have an 
audience forall, but still have one foot in the past and one foot inthe future. We term this 
ModernClassical.” 
Alias’s Gareth Hague is looking forward to something slightly different, but with an air of 
refinement. “I'm hoping for a non-referential, non-classical, forward-looking approach to beauty,” 
| he says. Green Cathedral's Design Director Jason Arber adds: “We will see more interesting letter forms 
emerge. The new typefaces will be more studied and refined than many new typefaces we've seen lately, 
| think generally we're entering a period of typographic minimalism.” 
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RayGun is still seen as the magazine that single-handedly 
changed the way that graphic designers use type in print. 


Typography 
er es — your questions 
| answered 


/ , Here, some of the most frequently asked 
questions about document design and 
font usage are addressed by our experts... 


LANGUAGE 


hen laying out a document, you can get well and truly bogged down with rules 
and conventions that no one but a typesetter would even notice. That said, there 
+ i ob are a few tips that can give you a shortcut to a neater-looking layout, and a more 
consistent style for your documents. 
Over the next three pages, we've gathered together some of the most frequently asked 


i questions about fonts, layout and document design, as well as a few interesting snippets about 
\ f well-known typefaces, characters and font formats. 
Bac? dubsic? biplap 6a! He Yale d Od dw ito oe We've also tried to answer a few questions about font design, and why the written word so 
BA untae rie z Pz! often looks the way it does. Some of the answers are historical, some are technical, some are 
. nT te Howe eh creative, and a rather surprising number start and end with Microsoft. 
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GLOSSARY WORDS AND PICTURE SUPPLIED BY 
AGFA MONOTYPE [W] WWW.FONTS.COM 


Ampersand (&) Symbol for the contraction of an 
archaic phrase meaning '‘and’. An evolvement from the 
Latin ligature ‘et’ 


Arm Ahorizontal stroke that is free on one or both ends. 


Ascender The part of the lowercase b, d,f,h, k, Landt 
that extends above the height of the lowercase x. 


Bar The horizontal stroke of the e, f,t, A, H, and T. 


Baseline An imaginary line on which the letters rest. 
Descenders fall below the baseline. 


Boldface A heavier version of the normal weight of 
the typeface. 


Bowl A curved stroke that encloses a counter, except 
the lower portion of the two-storied lowercase g, 


which is called a ‘loop’. 


Calligraphy A writing style based on flat-tipped pen or 
brush strokes. 


Cap-Line An imaginary line that runs along the top of 
the capital letters. 


Characters Individual letters, figures, punctuation 
marks, etc. 


Character Set The letters, numbers, punctuation 
marks and special characters that constitute a font. 


Condensed Classification of a typestyle in which the 
letters are narrower than normal. 


Counter Fully or partially enclosed space within 
aletter. 


Cursive Typefaces resembling handwritten script. 


Descender The part of the letters g, j, p,q and y that 
extends below the baseline. 


Display Type Type that, by its size or weight, is used to 
attract attention, usually 14 point or larger. 


Ear The small stroke projecting from the right side of 
the upper bowl of the lowercase g, 


Em Normally the square of a given point size of type. 
Can be narrower, or wider, depending on the 
proportions of the typestyle used. 


En Half the width of an em. 


Expanded Classification of a typestyle in which the 
letters are wider than normal. 


Hairline The thin stroke in a serif type design 
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Who designed Arial, and where did the 
inspiration come from? 


Arialis, in fact, a cheap knock-off. Its story is one 
A of corporate might triumphing over good design. 
From the '50s to the '70s, the most popular and trendy 
typeface was Helvetica. It was designed by the Hass 


Foundry of 

Switzerland. When 

PostScript was 

developed, Adobe Inaclive Window 
chose Helvetica as eae 


one of its four fonts 
and promoted it 
widely. This meant 
that cheap copies 
ended up being 
produced by those 
who wanted 
Helvetica’s style 
but didn't want to pay —Arialis almost aclone of the 

for it. One of these typeface Helvetica. It's become so 
copies was Aria, feplurucae vaste toe 

Never keen to pay came to release Windows 3.1. 
for anything it didn't 
need to, Microsoft picked Arial as the standard font 
when it developed Windows 3.1, and proceeded to 
bundle it with every single piece of software that it 
subsequently produced. 

Asa result, Arial pervades the PC, the Mac and 
the net, while poor old Helvetica is relegated to the 
typographical wilderness. Many professional 
designers wouldn't dream of using Arial, and stick 
firmly to Helvetica; many more younger ones have 
never even heard of Helvetica, and see Arial as just 
what they need for that modern look. 


Printer fonts and Screen fonts: where do 
Q they go and do you need all of them on 
your PC/Mac? 

Printer fonts are fonts stored in your printer or on 

acartridge. They're designed simply to be 
printed, not displayed on screen, so you can't see what 
they'll look like until they're printed out. On screen 
they're substituted with a Screen font stored in your 
computer. Screen fonts are bitmapped versions — in 
other words, they look pretty much like the printer 
font but will become blocky when scaled up. 

Most users prefer to see exactly what they're 
going to print, and therefore use TrueType or 
PostScript fonts because they look the same on 
screen as on paper. 


How long does it take for someone to 
design a font? 


The amount of time that it takes you to designa 

font will totally depend on what you intend to use 
it for, and how seriously you are taking the process in 
the first place. Before you even start, you'll need to 
come up with a concept for your font, and this can be 
as time-consuming as the actual design. To do the job 
properly, you'll need to design capital and lower case 
letters and a full set of punctuation marks and 
symbols, Many designers leave out a lot of the 
punctuation, which can be infuriating if you suddenly 
realise there are no speech marks or pound signs in 
the font you're using. 

If you want a complete and usable typeface, you 
should expect it to take weeks rather than days. 
However, if your typeface is for a logo, you might only 
need to design a few letters. 


There are strict guidelines on how the Euro symbol should look. Most font designers simply ignore them and do their own thing. 


What's the difference between an em dash 
and an en dash? 


Em dashes and en dashes are two different sizes 

of horizontal line used to break up, or connect, 
words and phrases and to stand in for missing words or 
letters. The rules are complex, and can depend on the 
varying lengths of dashes ina particular typeface or 
the style of your layout, but in general: 

En dashes are small (half the size of the type 
point) and are used in place of the word ‘to’ (ie Pages 1- 
6). They're also used to specify joint responsibility (ie 
the Major-Currie affair). 

Em dashes are larger (the point size of the text) 
and are used to link phrases or compare them, to 
replace brackets, or to indicate a range of numbers 
where the final number is not known (ie John Major 
1943—). You can use double em dashes to indicate 
missing letters (ie F——ing John Major) or triple ones 
for whole missing words (i.e John -—— Major) 


Q How did the Euro sign originate? 


The Euro symbol needed to be as much a 
A trademark for a product the designers were 
hoping to sell as a denotation of currency. Its design 
was deliberately logo-like. On the one hand, it’s a 
fusion of the letters E and C. On the other it's 
reminiscent of the Greek letter Epsilon — with its 
echoes of the cradle of European civilisation. Other 
spokespeople have described it as an E for Europe 
crossed by two horizontal lines indicating the stability 
that the creators wish for the currency. 


Analternative explanation given by the German 
press was that the inventor of the symbol was in fact 
Arthur Eisenmenger, the European Community's former 
Senior Art Director, who 24 years previously had 
doodled the figure on a scrap of card without really 
thinking it through, then abandoned it. Later, the sketch 
was re-discovered and taken on because nobody 
could think of anything better... 


What's the correct typesetting for spaces 
between sentences and paragraphs? 


Most people were taught to type with two spaces 

after a full stop, and two hard returns after a 
paragraph. These are both technically wrong. The first 
convention was developed for manual typewriters, 
where spaces between letters tended to be larger, and 
so a double-space after a full stop gave the necessary 
separation between sentences. Today's fonts are more 
intuitively and closely spaced, so only one space is 
needed. As for paragraph spaces, people commonly 
use the double-return. But a space of between 1.6 and 
1.8 hard returns usually gives a more balanced look. 


uff LET Plain:1.0 (TrueType). 
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oun Fox Jumps over the lazy 
The quick brown fox jumps over 
The quick brown fox jump! 


TrueType and PostScript fonts are different ways of achieving 
a typeface that will look the same however it’s scaled. 


What is a language kit and where do | get 
one from? 


A language kit is a set of utilities and tweaks 

designed to allow you to use foreign alphabets 
and symbols on your European operating system 
(specifically on the Mac). The actual contents vary 
from language to language, but typical packages will 
give you new fonts, keyboard layouts and shortcuts, 
and the ability to use a standard keyboard to produce 
non-European letters by typing syllables, 

Language kits are available for almost every 
language, and the best way to find them is to search 
the Net because they're usually put together by 
people interested in a particular language. Some are 
freeware, others can cost upwards of $150 depending 
on their features and rarity. 


What is the difference between TrueType 
and PostScript fonts? 


PostScript came first. It was created by Adobe, 
A and then adopted by Apple in 1985 as a way to 
create fonts that could be scaled up or down without 
losing any of the clarity. With the introduction of 
scaleable fonts, desktop publishing became a great 
deal more accessible, and a revolution in print was 
subsequently born. 

However, Adobe kept the exact secrets behind 
PostScript close to its chest, and Apple and Microsoft 
realised they needed an alternative that could be 
used freely by everyone. Apple developed it and called 
it TrueType. Microsoft obtained TrueType as part of a 
deal giving Apple access to Microsoft's (rather poor) 
PostScript clone. This forced Adobe to make 
PostScript more widely available (so that it wasn't 
swamped by TrueType). 

Today, PostScript and TrueType fonts are pretty 
much interchangeable for most people. There are 
technical differences, but for the majority of us, they 
amount to very little. > 


Typography questions answered Feature || 


Glossary 


Headline Usually the most prominent element of type 
ina piece of printing. It attracts the readerto read 
further or summarises at a glance the content of the 
copy that it accompanies. 


Italic Type in which the letters are obliqued. 
Cursive typestyles are usually italic, but not all italics 
are cursive, 


Leg The bottom diagonal on the upper and lowercase k. 


Ligature Two or more characters linked together as a 
single glyph. 


Link A stroke connecting the upperbowl and lower 
loop of the lowercase g. 


Lightface A lighter version of a standard weight of 
the typeface. 


Lining Figures Numerals the same height as the 
capitals in any given typeface: 1, 2,3, 4,5, 6,7,8, 9, 0. 
Lining figures align on the baseline. Also called 
‘uppercase figures’. 


Loop The lower portion of the lowercase Roman g. 


Lowercase Small letters. The term is derived from 
hand composition of metal type. When type was set by 
hand, two cases were used to hold the individual 
pieces of metal type, with one case arranged higher 
than the other. The capitals were kept in the ‘upper 
case’ and the small letters in the ‘lower case’ 


Lowercase Numbers Numerals that vary in size, some 
having ascenders, and other descenders. These 
numbers normally correspond to lowercase 
proportions. Also called ‘oldstyle numbers’ 


Oldstyle Figures Numerals that vary in size, some 
having ascenders, and other descenders. These 
numbers normally correspond to lowercase 
proportions. Also called ‘lowercase numbers’. 


Roman Name often applied to the Latin alphabet as it 
is used in English and European languages. Also used 
to identify upright, as opposed to italic or cursive, 
alphabet designs. 

Sans Serif Typestyles without serifs. 


Script Type designer to suggest handwriting or writing 
with a brush. 


Serif A line crossing the main strokes of a character. 
There are many varieties. 


Shoulder The curved stroke emitting from a stern. 
Small Caps Letters the approximate size of lowercase 
x-height characters, but in the design of the capitals. 


Normally available in text typeface designs only. 


Spine Main curved stroke of the capital and 
lowercase s. 


Spur A small projection from a stroke. 
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Stem A vertical or diagonal stroke. 
Stress The direction of thickening in a curved stroke. 
‘Swash Letters Characters with fancy flourishes. 


Tail The part of a Q that makes it look different to an O, 
orthe diagonal stroke of the R that makes it look 
differenttoaR 


Terminal The end of a stroke not terminated with a serif. 


Text The body copy ina book or ona page, as distinct 
from the headings. 


Text Type Main body type, usually smaller in size than 
14 point. 


‘Typeface One of the variations of styles ina typeface 
family, such as roman, italic, bold, ultra, condensed, 
expanded, outline, contour, etc. 


‘Type Family A range of typeface designs that are all 
variations of one basic style of alphabet. The usual 
components of a type family are roman, italic, and 
bold. These can also include variations in width 
(condensed or extended) and in weight (light to extra 
bold). Some families have many styles. 


Uppercase Capitals;see ‘Lowercase. 


Uppercase Numbers Numerals the same height as the 
capitals in any giventypeface: 1, 2,3, 4,5, 6,7,8,9, 0. 
Uppercase figures align on the baseline. Also called 
‘Lining figures’, 


x-height The height of lowercase characters excluding 
ascenders and descenders. Based on the height of the 
lowercase x. 
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Can fonts be converted from one format 
to another? 


Some applications and printers work with certain 

font formats and not with others. Commercial 
programs designed to convert between different font 
formats are available. However, their results are never 
perfect, and they are often unsatisfactory. The problem 
is that scaleable fonts use ‘hints’, which are manually 
added tweaks that tell the font what shape it should try 
to follow when it's scaled up or down. These are 
difficult to translate between formats. As a result, 
automatic hints have to be provided by the conversion 
software. The software is getting much better, but 
automatic hinting still really isn't as good as the 
manual original. 


Q What is Opentype? 


Opentype is an attempted solution to the two 

previous questions. Microsoft and Adobe are 
finally getting together to hammer out a format that 
will replace TrueType and PostScript; the idea being 
that all programs and all printers should be able to use 
the same fonts, and nobody should end up finding that 
half their fonts don't work in one program, while the 
other half don't work in another. 

Opentype has been around since 2000 (it was 
actually announced in 1997) but it hasn't yet 
revolutionised the industry. It remains to be seen 
whether the idea really does solve all our compatibility 
problems, or whether we simply end up with a third 
competing format. 


Why does everyone use Times New Roman 
or Arial on websites? 


Is it because they're more readable, or because 

they look good? Well, neither as it happens. It's 
because if you use anything else, you cannot 
guarantee that the people looking at your site will have 
the same fonts installed that you have. If the browser's 
system discovers that you've used a font that it doesn't 
have, it will simply make a guess and then substitute 
one instead. The result is that you can completely lose 
control of the way that your website looks. 

If you end up using something like Comic Sans 
Serif, you can be pretty sure that most people will have 
it, but you certainly can't guarantee that they will. The 
only way around using the fonts that Microsoft has 
given us is to make images of all your text, or use a 
format that embeds the font in your content (like 
Shockwave, PDF, or Flash). 


cap height H x iia 
x-height 
arm ascender e 
E b A B ce 


shoulder 


O1in 


serifs: bracketed 
and unbracketed 


descender 


SGE 


spur 


‘swash 
stress sti@ke 
tail terminal 


Why would anyone pay for a font when so 
many of them are free? 


The short answer is: exclusivity. Many corporate 

images are strongly tied up with typefaces. 
Coca-Cola's curly font is recognised the world over, 
and the words ‘Star Trek’ can only really be written with 
one typeface. If you shell out fora specific design of 
your own, nobody else will use it and you can establish 
an identity simply by the shape of your lettering. If you 
pay for an off-the-shelf fontthen others may be using 
it; but the more you pay, the more exclusive the 
typeface will be. 

Of course, even when you're not paying for your 
fonts, you usually are. The price of Arial, or Times New 
Roman, is paid when you buy your operating system or 
whatever other software that they come bundled with. 
You may not even notice it, but many of your fonts are 
paid for. Others really are free, and are available for 
download over the Internet — although, of course, 
it's hard to be sure whether they're actually freeware 
or not. 


If | want someone to design a font for me, 
what information do | need to give them? 


The most important thing is to let the designer 

know exactly where the font will be used, A font 
for two-word headlines such as logos can be as fancy 
and outlandish as you like. Conversely, one designed 
for large bodies of text needs to be simple and 
readable. Will the font be very small, or very large? 
Will it need to be a piece of artin itself, or simply a 
recognisable shape? 

After that, attempt to offer more general 
influences. Think of particular fonts that you like, as 
wellas those that you don't, but try and avoid being too 
vague (telling the designer that you want something 
“like Times, but different” for example). Think about 
what you want the font to say: is it to be traditional, 
futuristic, simple or ornate? 

At the end of the day, you can be as specific or as 
general as you like, but the more information you can 
give, the more likely you are to get what you want. 


Can you copyright a font? 


Inthe US, scaleable fonts are copyrightable, but 

bitmap ones aren't. Things operate slightly 
differently in this country however. In the UK, 
typefaces of all kinds are protected, although 
protection is not complete and is a long way from 
being practically enforceable. 

If your font isn't protected, it can sometimes be 

argued that the fact it's done on a computer 
means that it’s digital data and is therefore protected 
in the same way that a program is. 


‘Typography questions answered Feature 


Lorem ipsum dolor sit amet, consetetur sadipscing elitr, sed diam nonumy eirmod tempor 
invidunt ut labore et dolore magna aliquyam erat, sed diam voluptua. At vero eos et accusam 
et justo duo dolores et ea rebum. Stet clita kasd gubergren, no sea takimata sanctus est Lorem 
ipsum dolor sit amet. Lorem ipsum dolor sit amet, consetetur sadipscing elitr, sed diam 
nonumy eirmod tempor invidunt ut labore et dolore magna aliquyam erat, sed diam 
voluptua. At vero eos et accusam et justo duo dolores et ea rebum. Stet clita kasd gubergren, 
no sea takimata sanctus est Lorem ipsum dolor sit amet. Lorem ipsum dolor sit amet, 
consetetur sadipscing elitr, sed diam nonumy eirmod tempor invidunt ut labore et dolore 
magna aliquyam erat, sed diam voluptua. At vero eos et accusam et justo duo dolores et ea 
rebum, Stet clita kasd gubergren, no sea takimata sanctus est Lorem ipsum dolor sit amet. 


Duis autem vel eum iriure dolor in hendrerit in vulputate velit esse molestie consequat, vel 
illum dolore eu feugiat nulla facilisis at vero eros et accumsan et iusto odio dignissim qui 
blandit praesent luptatum zzril delenit augue duis dolore te feugait nulla facilisi. Lorem ipsum 
dolor sit amet, consectetuer adipiscing elit, sed diam nonummy nibh euismod tincidunt ut 
laoreet dolore magna aliquam erat volutpat. 


Ut wisi enim ad minim veniam, quis nostrud exerci tation ullamcorper suscipit lobortis nisl ut 
aliquip ex ea commodo consequat. Duis autem vel eum iriure dolor in hendrerit in vulputate 
velit esse molestie consequat, vel illum dolore eu feugiat nulla facilisis at vero eros et 
accumsan et iusto odio dignissim qui blandit praesent luptatum zzril delenit augue duis 
dolore te feugait nulla facilisi. 


Nam liber tempor cum soluta nobis eleifend option congue nihil imperdiet doming id quod 
mazim placerat facer possim assum. Lorem ipsum dolor sit amet, consectetuer adipiscing elit, 
sed diam nonummy nibh euismod tincidunt ut laoreet dolore magna aliquam erat volutpat. 
Ut wisi enim ad minirn veniam, quis nostrud exerci tation ullamcorper suscipit lobortis nisl ut 
aliquip ex ea commodo consequat. 


‘Lorem ipsum dolor...’ is a page of example text that's often 
used to check out the look of a font without becoming distracted 
by reading the words themselves. 


The name of your typeface is a trademark, so it's 
protected automatically. However, that doesn't imply 
protection of the artistic work involved in creating the 
lettering. You can calla typeface ‘Roman Time’ but 
not ‘Times Roman’. 


What does ‘Lorem ipsum dolor’ mean? 


It actually means nothing (or, at least, it means 

nothing to the vast majority of people), which is 
the whole point. Putting up a body of text is the best 
way to judge how a font looks in use. However, it’s been 
found that if you put up any recognisable text, people 
will end up reading it instead of looking at the font 
itself. Using ‘meaningless’ text enables the user to 
focus solely on the font. 

‘Lorem ipsum dolor’ is the very first line of a 
standard paragraph of text that is frequently used to 
check out the appearance of a font. Curiously, this 
dummy text has been in use since the 1500s and has 
remained pretty much unchanged since that era. It's 
actually a corrupted version of a Latin text on ethics 
that was written in 45BC. @ 
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= Illustration and expertise by 
| | GRvaniShetton of D. Visit 
[w] www.bd4d. 
or contact Ryan at 
fe] ryanshelton@bd4d.com, 
Files on disc 
The files needed to support 
this tutorial can be foundon 


the cover CD. 
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| Tutorial Cool type effects with Photoshop filters 


Cool type effects with 


filters 


Want your type effects to stand out from the crowd? Then create raised 
type using Adobe Photoshop's built-in filters and, using the latest version 
of this great piece of software, apply Layer Styles to editable text... 


hotoshop has come a long 


way since its days as purely | 


a photo-correctional 

application. The addition of 
layers was a huge step forward and has 
seen the program go from strength to 
strength. The uses for Photoshop are 
almost endless, from creating complex 
high resolution images and illustrations 
to web graphics and visuals. The recent 
addition of editable type was welcome 
and was almost as big a step forward as 


layers were in their day. In the latest 
version, Layer Styles can be added to text 
while remaining editable, which will 
make things much easier and give you 
more flexibility to be creative. 

Many effects can be created using 
Photoshop's built-in filters and, in this 
tutorial, you'll use the Lighting Effects 
filter to create raised type effects. 
Unfortunately, applying these more 
complex effects to type still means that it 
has to be rasterized and therefore loses its 


ability to be edited. Patterns have beena 
part of Photoshop's arsenal for a long time, 
and we'll show you how to add a pattern to 
the type to give ita more textured feel. 

The final step deals with applying the 
type created to a chocolate bar wrapper 
and playing with layer colour modes to 
achieve a realistic-looking package. 
While Photoshop still isn't perfect, it’s one 
of the best image-editing programs on the 
market and is easy to use with Adobe's 
suite of other applications. 


Part 1: Creating raised type 


Make your text stand out using Photoshop's Lighting Effects filter... 


Fading interests 


Creating the fades on the 
channel used by the Lighting 
Effects filteris the most 
important stage in producing 
raised type. When applying the 
second Gaussian Blur, slide the 
Radius marker up until dark 
patches appear around the 
edges of the type, without filling 
iin completely. 


Here's one we 
made earlier 


Place the FUEL Lighting Effects 
preset, which can be found onthe 
cover CD, into the following 
folder: Adobe Photoshop 7> 
Plug-ins>Filters>Lighting Styles, 


Create a new document (7x4cm, 300dpi) 
with a white background, Next, make anew 
channel from the Channels palette. 


Fill the selection with white (Edit>Fill) and 

deselect the selection (Select>Deselect). In the 
following steps you're going to manipulate one of 
the channels for use with the Lighting Effects filter, 
while keeping the Type channel you've just created 
intact for later use. 


This is the channel you'll use to create the 

raised type effect using the Lighting Effects 
filter. Click on the composite channel, load the 
selection of the Type channel (shortcuts: 
Command-click the Type channel for MacOS, 
Control-click the Type channel for Windows). 
Expand the selection by 15 pixels 
(Select>Modify>Expand). 


BY Select the Type Mask tool from the Tools 


palette and enter the text ‘FUEL’ on to the 
canvas. We have used Arial Black at 60 points, with 
Anti-aliasing set to none. Use the Marquee tool to 
move the type mask into a more central place on 
the canvas. 


With the Alpha 1 channel selected, choose 

Filter>Blur>Gaussian Blur and change the 
Radius to 3 pixels. Now load the selection of the 
Alpha 1 channel (Select>Load Selection 


Smooth the expanded selection by 6 pixels to 
get rid of the small spaces between the letters 
and make the letters slightly more rounded. Save 
this new selection to create a third channel called 
Type Expanded. Choose a foreground colour and fill 
the selection with it - we used OC, 50M, 100Y, OK. 


Cool type effects with Photoshop filters Tutorial 


Once you're happy with its position, save the 

selection (Save>Save Selection). In the dialog 
box that pops up, enter the name ‘Type’ for the new 
channel you're creating. 


With Alpha 1 selected, bring back the Gaussian 
Blur dialog box by selecting Filter>Blur> 
Gaussian Blur (or use the shortcut Command- 
Option-F for MacOS, Control-Alt-F for Windows). 
This time, increase the Radius to 20 pixels. 


To create the raised type effect, choose 

Filter>Render>Lighting Effects. In the dialog 
box that pops up, add the Alpha 1 channel to the 
Texture Channel and then play around with the 
settings. Alternatively, load the FUEL effect saved 
on the CD. When you're happy, click OK. > 
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Part 2: Adding textures and more type 


Using Layer Styles to add effects to editable text... 


Editable type 


You can.use the Layer Styles to 
add loads of effects to type, and 
the best thing about this is that 
it's still editable! 


Handy shortcut 


Loading the selection of multiple 
layers can be done by 
Command-clicking the first layer 
(Control-click for Windows) and 
then Command-Shitt-clicking 
any subsequent layers (Control- 


Now add the text underneath FUEL. Choose 


STATOR IL Wincows) 12 Type tool from the Tools palette and type 
You're now going to add a textured pattern to Overlay the new pattern onto the underlying GET THOSE CREATIVE JUICES FLOWING making 
the type. First, create a new layer in the Layers type, set the blending mode for the patterned sure that the foreground colour is set to the same 


palette. Then choose Edit>Fill. In the dialog box that _layer in the Layers palette to Soft Light and change values as used to fill ‘FUEL’ in step 8. We used 
pops up, select the Herringbone 2 pattern (or make the opacity to 60 per cent. The type now looks like it Arial Black at 8 points and set the tracking to -40 
a pattern of your own). has a texture to it. in the Character palette. 


cre |e SUF a ST 


Use the Move tool to move the type into place It's time to get the artwork onto a single layer 

under the FUEL text. Add a glow to the type that you'll be able to manipulate. First, make 
by choosing Layer>Layer Style>Inner Glow. Play a channel that includes all the type. Load the Save this new selection. Flatten the image 
around with the settings to achieve a slight glow selection of the layer containing GET THOSE (Layer>Flatten Image) so you'll be able to 
around the inside of the type using a light, bright CREATIVE JUICES FLOWING and then add the select all the artwork at once. Open the file 
yellow (OC, 10M, 100Y, OK) and changing the Blend — Type Expanded channel to that selection by chocolate_bar.psd from the CD and, with the Move 
Mode to Lighten. Click OK when you're happy with _ clicking the Add to Selection radio button in the tool selected, drag the complete type selection over 
the settings. Load Selection dialog box. to this file. 


Part 3: Wrapping things up 


Making your type look like part of the chocolate wrapper... 


It’s time to manipulate the type so that it 
looks like it's part of the wrapper. Choose 


17 For the type to look as much a part of the 
wrapper as possible, play around with the 


Select>Transform Selection and Command-drag Blending Modes for the Type layer in the Layers Duplicate the Type layer a third time, this time 
(Control-drag windows) each of the corners into palette. To achieve the best result, we set the changing the Blending Mode to Lighten and 
their respective positions. When you're happy with —_ Blending Mode for the Type layer to Colour and altering the layer's Opacity so that some of the 

the position of the type, hit the Enter key ordouble- _ then duplicated the layer, changing the Blending highlights and shadows on the wrapper show 

click in the middle of the type. Mode of this new layer to Overlay. through the type. i 
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Q&A Chapter 6 | 


Chapter 6 


A host of genuine users’ questions, answered 
authoritatively by our panel of Photoshop experts. 


2144 
216 
217 
218 
219 
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223 


How can | colour-calibrate monitors to the same settings? 
Which lighting effects are best? 

How can | improve the quality of my JPEGs? 

What do Photoshop 7’s new features do? 

Can | create brushes from my own artwork? 

Where am | going wrong with the Clone tool? 

What’s happened to Paths and Selections in Photoshop 7? 
Why does the High Pass filter turn my images grey? 


Can | add a second mask and leave the first untouched? 
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| Feature Q&A 


Qé&A 


Colour calibration 


How do | make sure all my studio monitors 
are colour-calibrated to the same setting? 


right On the Mac, use the 
Display Calibrator 
Assistant to calibrate your 
monitor visually, preferably 
in Expert Mode because it 
will give you more control. 


top right Under Windows, 
clicking on the Advanced 
button in the Settings tab of 
Display Properties enables 
you to select calibrated 
monitor profiles. 


far right Windows doesn't 
come with its own custom 
monitor calibration 
functions, so a commercial 
utility,such as Provelt, may 
be necessary. 


Colour management is not something that 
only applies to monitors, or only to printers, 
or only to scanners. If you cant set up a 
system that covers all your colour equipment, 
then colour is not being managed. But 
getting the colour right on your monitor is the 
best place to start, and vital if your studio 
uses several different monitor models from 
different manufacturers under varying 
lighting conditions. 

To put it simply, every device which 
reproduces colour (be it monitor, printer, 
scanner, camera, projector or printing press) 
is actually only capable of reproducing a 
restricted range (or gamut) of colours 
compared to those which are perceivable 
by the human eye. Since the gamuts can 
differ quite radically between devices, 
colour management translates digital colour 
information from one device to another 
using profiles (which will describe the 
colours that a given device is capable of 


reproducing). Essentially, this process 
eliminates or minimises colour changes. 
Think of good colour management as a 
skilled interpreter; ensuring an accurate 
translation, with each person speaking their 
own language correctly. This is what 
calibration is all about: not just for 
discovering a monitor's colour capability in 
order to create a custom profile, but, in this 
case at least, to ensure it’s set up to display 
colours accurately and consistently. 


The process 

Start by installing a colour profile (also 
known as an ICC profile or ColorSync profile) 
for your monitor, perhaps from a floppy disk 
supplied with the unit or downloaded from 
the manufacturer's website. Mac users can 
create their own colour profile by running the 
Display Calibrator Assistant, which is 
launched from the Monitors Control Panel 
(Classic mode) or Displays System 


——— a j 
Caler Management Gi GeForcet x 440 | 


Theve vetngs let you select the defaut color profile for your 
‘moniter, This fects the colors that your mankor dyplays 


Curent monitor: Plug and Play Monitor 
Detout monitor profile: Electron228hvell 


| Colo profes curenty esociated with ti device 


© uncorrected gamma (native) 
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Target Gamma = 1.80 


After you have done this step, click the right arrow. | 
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Preference (Mac OS X). This particular 
method has the added benefit of leading you 
through all the basic calibration steps to 
ensure that the white point and gamma are 
both set correctly. 

Unfortunately, although Windows 
employs an ICC-compatible (therefore 
ColorSync-compatible) colour management 
system, known as ICM, there's no calibration 
utility in the operating system. If you are 
serious about ensuring colour consistency 
across monitors, then you should at least buy 
a third-party calibration utility, such as 
ColorBlind Provelt (£47), which is available 
from TypeMaker (www.typemaker.co.uk). 

Some monitors already come supplied 
with their own calibration set-up software, 
such as Colorific and it’s well worth making 
sure that you use such software if it’s 
available. For mission-critical colour work 
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Setting a consistent working colour space 


sw Window isp 8G 


sss | 


1 Open Photoshop's Colour Settings (Ctrl/Command+Shift+K) 
and choose Europe Prepress Defaults from the Settings pop-up. 
Tick the Advanced Mode option to see more detail. The RGB Working 
Space known as Adobe RGB (1998) is a good choice. 


| 2 | Now open your other graphics packages, open their colour 
management preferences dialog windows and indicate the same 
RGB and CMYK working spaces as shown in Step 1. With Adobe 
software, just select the same default settings as before, 


| 3 | Colour management preferences look different in other 
packages and other operating systems, as here in QuarkXPress. 
Just ensure colour management is enabled and choose the same 
working spaces again. 


meanwhile, you could buy a complete 
monitor profiling kit with optical calibrator, 


se this panel to specify 
belvied when « document doesnot contain embed pres 


nen Detate (Adobe HNO 


‘cure Detout: (Guroncale Coated vd 


4 | The Mac OS enables you to specify a system-wide default 
for programs which don't manage colour profiles. Open 
the ColorSync Control panel or System Preferences and choose 
those working profiles yet again. 


“Getting colour right on 


Q&A Feature | 


LCD monitors 
How do you 


calibrate your LCD? 
Falling prices and bigger screen 
sizes have made LCD flat panel 
displays more attractive than ever 
before, but they can be achallenge 
to bring in line with other calibrated 
monitors in your studio. Quite apart 
from the fact that colours and tonal 
range vary depending upon the angle 
at which you look at the screen, LCD 
displays often suffer from ‘flat spots’ 
in their tone curve, producing an 
inconsistent gradation between 
highlight and shadow. 

One way to fix this is to invest in 
colour-measuring devices designed 
specifically for LCD monitors (don't 
use CRT measuring devices, as they 
may damage the surface of your LCD 
screen), but this may only work 
successfully if the monitor provides 
both white level and black level 
controls, Another solution is to buy 
only LCD monitors that support 
hardware calibration options, but 
these are rare and can be expensive, 
Perhaps the simplest answer is for 
everyone in the studio to standardise 
‘on the same model of LCD monitor. 


such as TypeMaker’s Colour Confidence 
Studio (£347), and then use it for all of your 
monitors in turn. 

The on-screen colours will completely 
depend on the quality of the light that you 
have in your studio or office. Unless you 
happen to work in a colour-controlled 
dungeon, you may end up finding that you 
have to run the entire calibration routine 
several times in order to achieve the various 
different lighting environments that you 
require. You will then find that you are able 
save the results to several profiles. 


Admittedly, this is not a perfect solution, 


but it will certainly help compensate for 
blinding sunlight streaming in through the 
windows in the morning, ominous storm 
clouds moving in by the middle of the 
afternoon, and incandescent light as you 
work through the evening. All you have to do 
is switch between system profiles as the 
ambient light changes. You will find that 
some monitors with built-in hardware 
calibration and light sensors can do this 
automatically for you. 


your monitor is vital if your studio 
uses different models under varying 
lighting conditions” 


Working spaces 

Next, your studio should standardise ona 
working colour space for graphics. Typically, 
this is a theoretical, device-independent 
gamut for original colour work, which will 
retain its colour integrity, regardless of which 
particular monitor it has been created or 
viewed on. Colour management translates 
this working space to any screen and it does 
this by using their monitor profiles. 

Graphics software for use in prepress 
allows you to specify working spaces for 
RGB and CMYK artwork. The trick is to 
standardise on the same set of working 
spaces across all programs and computers in 
your studio. You can make the task a no- 
brainer by starting with Photoshop's colour 


settings and repeating those profile choices 
in all of yourother software, as demonstrated 
in the walkthrough here. Mac users assign 
these choices to ColorSync, so they apply to 
programs which do not have their own colour 
management features. Under Windows, such 
programs will default to Microsoft's sRGB 
colour space which is convenient but 
inconsistent with the Macintosh. If you want 
to be safe, stick with graphics software that 
supports colour management. 

You can learn a great deal more about 
monitor calibration, and how it relates to 
printing and scanning in particular, by 
downloading TypeMaker’s free Colour 
Management Guidance Document from 


[w] www.colourconfidence.com. > 
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| have several stock 
images of people that | 
would like to stylise 
using different lighting 
effects. Can you give me 


some suggestions? 
Jane Hardy, UK 


One of the easiest ways to change the 
lighting conditions of an image is by adding a 
layer containing a black-to-white gradient 
(Linear or Radial), stretching across the 
entire image. Set the Layer Blending mode to 
Overlay to bleach out the highlights and pick 
out hidden detail in the darker areas, while 
intensifying the colour values. 

Fora natural look, duplicate the image 
layer, set it to Luminosity and group it with 
the gradient layer above. Experiment with 
Blending modes (Soft Light and Darken at 50 
per cent give good results) on layers with 
various coloured gradients to alter the effect. 

Of course, Photoshop has its own 
Lighting Effects filter, with about 15 different 
presets to choose from. This is the place for 
more advanced lighting effects. Go to 
Filter>Render>Lighting Effects and scroll 
through the presets list to see how each one 


Creating intense-coloured lighting 


| RY oie TFB | Coemvwne fone 8 rey 


Here, the background layer has been duplicated, set on Luminosity, then grouped with a gradient 


layer set to Overlay to soften the colours slightly. 


effects your image in the preview window. 
Once you've found a suitable lighting effect, 
you can change the direction of the light 
source by dragging the anchor points round 
the preview window. If your image has a 
strong light source already, it's important for 
the effect to match the direction of the 
original source for the image to look right. 
The best presets to use in this case are 
2 o'clock Spotlight, Crossing, Crossing Down 
and Soft Omni. These give the most natural- 
looking lighting effects and are useful for 


experimentation. You can change the presets’ 
attributes to create your own, then apply 
them across several images using an action. 
The Lighting Effects settings are split 
into three areas. Light Type and Properties 
deal with the size, colour and material finish 
of the light source. The Texture Channel area 
adds a bump map to the image using one of 
the RGB channels or the Layer Transparency, 


Expertise supplied by Frank Bartucca, 
bartucca@btinternet.com 


Pt Pepe dois to duplicate the image layer to which you 
intend to apply the effects. This protects the original and allows 
the duplicate layer to be set to a Layer Blending mode later. 5 


1 | Using the Texture Channel has given the ima; 
effect, so a Gaussian blur of 5 pixels is used 
to smooth out the image and the layer is set to Overlay. 
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ge a very grainy 


mg 


fie an eee 


In the Lighting Effects box, we've chosen the Crossing preset, 
changed the Properties colour to red, the Texture Channel to red, 
and unchecked White Is High. 


ig Now a Gradient 


djustment Layer is add 
Bia white Radial fill at 150 per cent. The layer is set to Soft Light to 
equalise the skin tones of the models, é ‘ 


ded, with a black-to- 


Can you give me any tips 
on improving the quality 
of images — in particular, 

poor-quality JPEGs? 


Obviously, there are many tricks and 
treatments to improve the quality of low- 
resolution or low-definition images in 
Photoshop. The simplest method is to increase 
your picture's resolution, but if it suffers from 
poor colour or contrast, you'll also need to 
make a few other adjustments. 

If an image has good detail and colour, but 
the resolution is only set to 72dpi, then 
increase it to something more print-worthy, 
like 300dpi. The thing to remember here is to 
ensure the Resample Image option is set to 
Bicubic, because this will give the smoothest 
transformation. The two other options, Bilinear 
and Nearest Neighbour, will not give such 
good results — indeed, you will probably only 
ever use the Nearest Neighbour setting to 
resize a screenshot. 

For high-resolution images with low 
definition, there are several ways to improve 
picture quality. It’s always a good idea to run 
the auto commands first to see how the image 
improves that way. Use a combination of Auto 
Levels, Auto Contrast and Auto Colourto see 
what works best 


EG image has been sent via email a 
| the compression process: ugly blocks 


Chip off the old block 


This interior shot was originally far too dark, so we 
added a duplicate layer and set to Screen, which 
has the effect of generally lightening the image and 
bringing out hidden detail in the shadows. 


If the Auto commands have little effect, 
then duplicate the layer and experiment by 
setting it to different Layer Blending modes. 
Animage with poor colour values will be 
dramatically enhanced if the duplicated layer 
is set to Overlay or Hard Light, for example. 
Remember, all adjustments will cause the 
image to deteriorate, so be subtle. Instead of 
using only one duplicate layer set to 100 per 
cent opacity, use several layers on different 


Q&A Feature [| 


Notice the difference between an image resampled 
from 72dpi to 300dpi, using different Resample Image 
options. The image on the left was set to Nearest 
Neighbour, while the image on the right used Bicubic. 


Blending modes and opacities to minimise the 
damage that your changes make. 

Frequently, images received via email are 
of poor quality and can sufferfrom blocks of 
colour generated by the JPEG process being 
set too high. Improving the quality of blocky 
JPEGs isn't the easiest job , but you can 
perform a simple adjustment by blurring the 
image slightly first, then sharpening it again to 
bring back the highlights (see walkthrough). > 


“Use auto levels, auto contrast and 
auto colour to see what works best" 


ind has suffered badly 
of colour have formed 


Ps Pee this layer and apply the High Pass filter at 2 pixels, 
Now set eel Overlay or Hard Light to sharpen the image 


and increase the highlights. 


Be: 
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below The Brush Tip Shape 
attributes are stored here. 
To make a preset brush 
from the new settings, click 
on the Brushes tab at the 
top and select New Brush 
from the pop-up menu. 


right top Here we've 
defined a new brush from 
a sample of the image by 
using a round marquee 
selection. Then a Dual 
Brush was used, using 
Colour Dynamics to 
change the hue and 
saturation of the stroke 
as it's painted. 


right bottom A simple 
soft-edged brush canbe 
completely transformed 
and randomised using only 
Shape Dynamics in the 
Brushes palette. The 
options, Size Jitter, 
Minimum Diameter, Angle 
Jitter and Roundness Jitter 
are set to the maximum 
and Minimum Roundness 
is set to1 per cent. 


We have recently upgraded to Photoshop 7 at 
work, and I'm finding it difficult to get used to the 
new Brushes palette. It's become so complicated. 
Sometimes | just want to use a simple brush, but 
find it hard to select one. Could you also explain a 
few things, like Dual Brushes, Jitter and Count? 


The increased capabilities introduced to the 
Brush tool in Photoshop 7 canbe daunting at 
first. If you're having to learn on the job without 
easy access to a manual, then you may find it 
difficult. So, to begin with, we'll look at 
selecting simple brushes, then explain how to 
create dual brushes. 

When the Brush tool is selected, the 
Options bar displays a few attributes, like the 
Brush Preset picker, Opacity and Flow. The 
Brushes palette holds all the other attributes, 
which is where the process becomes a little 
more complicated than before, 

First, select a preset brush from the 
Brushes palette and then select Brush Tip 
Shape to alter the Diameter, Angle, 
Roundness, Hardness and Spacing. You may 
find that you need to click on the triangle in 
the Brushes tab and select Expanded View if 
the left side of the palette is not visible. So far, 
this process is much the same as it used to 
be... except that now you geta live preview in 
the bottom window of the palette, which shows 
you exactly how the brush stroke looks before 
you start painting. 

The Dual Brush option is new to 
Photoshop 7, and enables you to create more 
complex brushes by combining the attributes 
of two brushes in one. This new feature 
warrants a great deal of experimentation, as 
the results can be truly mind-boggling. To 
make a dual brush, first select a brush from 
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the Brush Presets, then click on the Dual 
Brush option and choose a preset to add to the 
primary brush. Here you can also select the 
Blending mode, Diameter, Spacing, Scatter 
and Count (the number of brush tips). Again, 
the preview window will provide you with an 
impression of how the dual brush looks before 
you start painting. 

Depending on the primary brush selected, 
some other attributes may already be in force, 
such as Shape Dynamics, Scattering and 
Colour Dynamics. These can all be adjusted 
to suit your particular requirements. 
Alternatively, you can add more attributes to 
increase the effect. 

Jitter appears in many of the Brushes 
palette options. Basically, it refers to the 
randomness of a particular attribute. In the 
Colour Dynamics option, for example, the 
Foreground/Background colours, Hue, 
Saturation and Brightness levels all have 
sliding Jitter values. Unfortunately, you don't 
get a preview of this effect in action, so don't 
expect to create perfect results immediately; 
it'll take a little practice before you achieve 
the result you want. 

There's an extensive range of brush 
presets to choose from through the pop-up 
menu in the Brushes palette. Open them all to 
ensure you have the most comprehensive 
choice at your fingertips, or make up your own 
sets in the Preset Manager. 
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Experiment with creating lots of 

different types of brushes, and then 
make your own set of presets in the Preset 
Manager by Shift-selecting the brushes 
you want and then clicking on the Save 
Set button. 


To create a new brush tip shape from 

part of an image, use the Marquee tool. 
to select an area, then go to Edit>Define 
Brush, name it and click OK. The brush 
will appear in greyscale if it has been 
sampled from a colour image. You can 
then create a Dual Brush using this preset 
and another brush. 


Select the Protect Texture option in 

‘the left of the Brushes palette when 
painting with multiple textured brush tips. 
This ensures a consistent canvas texture is 
simulated throughout the image. 


Selecting a brush type is easier when 
‘the Stroke Thumbnail option is 
selected. To do this, click on the triangle 


button to the right of the Brushes palette 
and select Stroke Thumbnail from the 
pop-up menu. 


Tochange from one brush 

to another when you're ina hurry, 
Control/Right-click and hold on the 
canvas. The Brushes palette will pop up, 
enabling you to scroll through the list. 
Once you've selected a new brush, let go 
of the mouse button to carry on painting. 


L 
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| know that there are all kinds of great new 
brushes that come with Photoshop 7, but isn’t 
there supposed to be a way that | can create 
brushes from my own images or artwork? 


Yes, there is a way to create your own custom Italso appears in the Brush presets section of 
brushtips in Photoshop. Although youcanuse __ the Brushes palette. Select your brush in the 
all the great new features of the Photoshop 7 Picker and you can adjust its size if your 
Paint Engine, custom brush tips are far from sample is too large or small for your immediate 
new. As far as we can remember, you've been painting needs. You will be able to sample 
able to create custom brushes as far back as some rather large areas for brush tips — 
version 3, so even those of you using archaic 2500x2500 pixels to be exact. And it’s well 
versions of Photoshop can try this worth noting that you can always reset the 
out; just don't expect the bells and whistles brush to its original diameter by simply 
offered in Photoshop 7. clicking Use Sample Size in the Brush Tip 
Custom brush tips are created from Shape section of the Brushes palette. > 


sampling the pixels in an image. Something 
to keep in mind when defining brush shapes is 
that the tip shape can only be understood in 
terms of greyscale; even if you're sampling 
from a colour image, when you define the 
brush tip itself, the values are always 
converted to greyscale. For this reason it's 
always helpful to convert your images to 
greyscale before you sample them. Also, try 
and choose sections of imagery that have 
high contrast. This will make for much more 
interesting results. 

Use the Rectangular Marquee tool to 
select an area of your image that you think is 
interesting. You could use the Elliptical 
Marquee or the Lasso, but the sampled area is 
distorted slightly to fill the thumbnail area of 
the brush tip. Now choose Edit>Define Brush 
from the menu. You will see a pop-up showing 
the section of the image as a thumbnail anda 
number indicating the sampled tip’s size. 
Name the brush and click OK. Your new brush 
now appears at the bottom of the list in the 
Brush Preset Picker in the Tool Options bar. 


top Here you can see a small rectangular selection of 
the image. We used Curves inside the selection 

to increase the contrast, so that the dark character is 
sitting against a white background. This should make for 
aninteresting brush tip shape. Afterwards, we selected 
Edit>Define Brush from the menu. 


left Once the brush has been defined, you will notice 
that it’s been added to the bottom of the list in the 
Brush Preset picker in the Tool Options bar, as well as 
the Brushes palette. 


above Now you can make full use ofthe powerful 
features included in the Photoshop 7 Brushes palette. 
Here are some examples of strokes created using the 
new brush tip, adjusting the angle, opacity jitter, size 
and spacing. 
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| have a file in Photoshop that consists of two 
image layers and a levels adjustment layer on top. 
| am trying to use the Clone tool on the middle 
image layer with the Use All Layers function 
enabled, because | want to sample the bottom 
image layer for my Clone tool origin point. But 
when | use the tool, the resulting areas on the 
middle layer look different to what I'm sampling: 
the colour is wrong. What's going on? 


ly _ Don'tpanic. There's nothing wrong with your 


software, so there's no need to reinstall 
Photoshop, trash your Preferences or run 
Norton. What you're seeing here is just how 
literal the Use All Layers function can be... 
What's happening is this: the Use All 


Layers function in the Clone tool’s Options bar 
tells it to base its origin or sampling point on 

what you see on screen. Remember that all the 
layers together create the scene in front of you. 


This includes the colour adjustment layers. 
You're assuming that Use All Layers really 


means use all underlying layers. If that were 
the case, you wouldn't be having this problem. 
Solving this problem requires lateral thinking. 
When you define an origin point using All 
Layers and the Clone tool, and use the tool on 


a layer residing underneath an adjustment 


layer, the result will look off-kilter. This is due 


to the cloned areas having the adjustments 
performed on them for a second time. 
Remember, the clone source is seeing 
exactly what you see: the image with the 
adjustment layers applied. It's taking this 


information when you use the Clone tool and 
placing it ona layer under the adjustment layer. 
And since, unless masked, an adjustment layer 
will affect all underlying areas, it applies the 
adjustments to these newly cloned areas that 
have already had the adjustments applied to 
them. Hence the weird results. Essentially, the 


ie Image Layer select Miter view Window Tel 


tool is not cloning what you think it is. You must 
switch off the visibility of the adjustment layer 
when cloning on an underlying layer while the 
Use All Layers optionis enabled. Once you've 
finished with the Clone tool, you can switch the 
visibility of the adjustment layer back on. 


However, it's certainly clear that you have 
discovered an area of Photoshop that is 
somewhat limited. Perhaps in future versions, 
Adobe could replace the Use All Layers 
function with two options: Use All Layers and 
Use Underlying Layers Only. 
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top Here you can see what happens when you use the 
Clone tool with Use All Layers enabled ona layer 
underneath an adjustment layer. 


above right You need to switch off the adjustment 
layer while doing your cloning on an underlying layer, 
so that the origin point for your cloning doesn't 
include the adjustment layers. 


left That way, when you switch on your adjustment 
layer once you're finished with the Clone tool, 
everything looks exactly the way it should. 


right For these 
screenshots, we've 
enabled Quick Mask so 
you can see what's 
happening when 
selections are generated. 
First, we draw both paths 
with the Add To Path Area 
button pressed - and 
generate a selection from 
them. The resulting 
selection is a solid shape. 


below right Now we select 
the smaller inside path 
and hit the Subtract From 
Path Area button. We will 
then generate a selection 
from the paths and 
subtract the inner path 
from the outer one. 


below Next, we delete the 
outer path, leaving only 
the inner path, with 
Subtract From Path Area 
enabled, Now when we 
generate a selection, 
Photoshop inverts it, 
because there's no other 
path to subtract it from. 


| switched from Photoshop 5 to Photoshop 7 
recently and I can't figure out what's happening 
with the paths. | used to be able to draw a closed 
path with another path inside it, and when | 
generated a selection from them, the inner path 
was subtracted from the outer path, giving me a 
selection with a hole in it. Photoshop 7 doesn't 
seem to do this. Worse still, sometimes my 
selections are inverted. What's going on? 


This is because, when Photoshop originally 
introduced the new Shape tools with version 6, 
Adobe revamped the app’s vector or path 
features. Once you get used to the changes, 
though, you should find that its functionality is 
much improved. 

First, when you use the Pen tool, make 
sure that you pay attention to the Tool Options 
barat the top of the screen. There are four 
buttons on the right-hand side that you need 
to familiarise yourself with — particularly the 
first two. The first is the Add To Path Area 
button. It’s likely that you'll have this enabled, 
which is why your second path isn't being 


subtracted from the first — it’s being added 
instead. Having it enabled while you draw the 
first path is fine; the problem comes when you 
draw your second path... 

Once you've finished drawing your second 
or inner path, do not deselect it. Keep the path 
selected and click on the second button. This 
is the Subtract From Path Area button. You're 
changing the way that this path functions in 
relation to other paths. Now deselectthe inner 
path and generate a selection from the path in 
the Paths palette. Notice that the inner path is 
subtracted from the selection, because you've 
told the path what to do. Telling your paths what 
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to do is the secret behind a successful work 
flow in Photoshop 7 If you don't pay attention to 
which buttons are enabled when you draw 
paths, the results when you make selections 
can be unpredictable. 

Now, as far as your automatically inverted 
selections are concerned, it's likely that you 
have drawna single, closed path with the 
Subtract From Path Area button pressed. 

If there's no path area to subtract a path from, 
Photoshop will automatically invert the path 
area as a selection. To avoid this happening, 
check the Add To Path Area button is pressed 
when you draw your single paths. > 


Path icons 


Use the path previews in the Path palette to see 
how your selections will turnout. The path icon 
thumbnail appears much like an alpha channel: 
the white areas represent the area inside the 
selection, the dark areas the areas outside. 

The first path icon shows how the selection 
would appear based on the inner path having 
the Add To Path Area function applied to it. The 
second one shows how the selection would 
appear, based on the inner path having the 
Subtract From Path Area function applied to it. 

We moved the inner path over to illustrate 
the functions of the other two buttons. The third 
path icon shows how the selection would 


appear, based on the inner path having the 
Intersect Path Areas function applied to it, The 
fourth icon shows how the selection would 
appear if the inner path had the Exclude 
Overlapping Path Areas function applied to it. 
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What exactly is the point 
of Photoshop's High Pass 
filter? It just seems to 
turn my images grey 


At first sight, the High Pass filter doesn't 
appear to do much, you're right, but with a little 
experimentation you'll find you can use it to 
increase sharpness and tonal values, 
depending on the filter values and layer 
blending modes applied. You can also use it 
with dark studio shots on a white background, 
to clean up images and brighten the colours. 
The High Pass filter is one of those 
indigenous Photoshop filters that's rarely used 
because it's so difficult to find a practical use 
for it. This is what it tells you about the filter in 
Photoshop 7's Help files: “It retains edge 
details in the specified radius, where sharp 
colour transitions occur and suppresses the 
rest of the image. (A radius of 0.1 pixel keeps 
only edge pixels.) The filter removes low- 
frequency detail in an image and has an effect 
opposite to that of the Gaussian Blur filter.” 
Italso says: “It is helpful to apply the High Pass 
filter to a continuous-tone image, before using 
the Threshold command or converting the 
image to Bitmap mode. The filter is useful for 
extracting line art and large black-and-white 
areas from scanned images.” Using the High 
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Pass filter before the Threshold command can 
achieve better results, because by using a 
medium value more detail is retained in the 
image, but it doesn't work so well when 
converting images to Bitmap. Entering a value 
below ten picks out the edges of an image and 
reduces the colour values, so the image 
appears to turn grey. This technique can be 
useful for sharpening soft images, by applying 
the filter on a duplicated layer and setting the 
blending mode to Overlay or Hard Light. 


This is a good example of how the High Pass filter can 
pick out hidden detail and change the colour of an image 
when the value is set to the maximum of 250 pixels. 


Ahigher value (above 100) evens out and 
usually darkens the whole image, while still 
retaining much of the colour, although it does 
have a tendency to alter some of the colours 
such as red to blue. You can use the High Pass 
filter on duplicated layers with different 
settings and layer blending modes to achieve 
particularly intense results. 


Sharpening and blending effe 


ready to apply the High Pass filter, 


1 This portrait shot is softly lit, but we want it to be a harder and | 2 | Now apply the High Pass filter, using a pixel radius 


more dynamic image. First, duplicate the background layer, of 5.0. This low setting picks out all the original detail and 


flattens out the rest of the image. 


lot of the original shot’s hidden detail, intensify highlights and 


sharpen up the whole image. 
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D ‘ 
| 3 | Set the layer blending mode to Hard Light. This will bring out a 4 To increase the effect, duplicate the background layer again and 
apply the High Pass filter with a pixel radius of 50. Set the layer 


to Overlay to intensify the result. 


In Photoshop 7, I've spent some time editing a 
single layer mask to get it right. I'd like to try other 
things with it, but | don't want to affect what I've 
already spent so much time doing. Is there any 
way | can add a second mask to a layer and edit 
that while leaving my first one untouched? 


Unfortunately, in Photoshop 7 you are limited 
to only one layer mask per layer. However, 
there are a couple of other ways to do what 
you're suggesting. The secret lies in two areas: 
layer set masks and/or layer vector masks. 
You can use a layer vector mask as well as 
anexisting layer mask. First, click on the Add 
Layer Mask button in the Layers palette or 
choose Layer>Add Vector Mask from the 
menu. You'll notice the vector mask icon 
appear to the right of the layer mask icon. 


above The butterfly is ona layer that's separate from the 
background, and there's a nice subtle gradient applied to the layer 
mask. We want to mask the area outside the butterfly, but leave the 
layer mask alone in case we choose to edit the gradient later. 


right Here we've created a vector mask from a path we've drawn 
around the butterfly. This effectively masks out unwanted areas, 
yet it leaves our layer mask untouched. We can now edit the two 
masks independently of each other, which is useful. 


below right The layer was added to a new layer set, and anew mask 
was added to the set. This enabled us to use more subtle gradients 
on our layer set mask without affecting the original layer mask or 
the vector mask. When we moved the whole set using the Move 
tool, all the components stayed together - pixel and vector. 


Draw a closed path with the Pen tool, or create 
aclosed shape with the Shape tool and you'll 
immediately see how the area outside the path 
is masked. Alternatively, you can start by first 
drawing the closed path, selecting it with the 
Path Selection tool, and then clicking on the 
Add Layer Mask button or choosing Layer>Add 
Vector Mask>Current Path. 

The only thing to bear in mind when using 
vector masks is that they are vector rather than 
pixel-based, so you can only use sharp edges 
— you'll have to save your soft-brushed or 
gentle gradients for the layer masks. 
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Another way to achieve this is to create a new 
layer set. Add your layer with its mask to the 
set. Choose Layer>Add Layer Mask from the 
menu or click on the Add Layer Mask button in 
the Layers palette. You now have a mask on 
your layer set which only affects set contents, 
and is independent of masks on the layers in 
the set. This means you can edit the layer mask 
and the layer set mask separately. You can also 
add a vector mask to your layer in the set, and 
to the set itself, which gives you four 
independent masks for your layer. Now you can 
experiment, knowing earlier work is secure. il 


“With a grand total of four 
independent masks per layer, you can 
now experiment as much as you like, 

knowing earlier work is secure" 
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Vector masks 
Aninteresting thing about vector masks is their 
versatility. If you use the Path Selection tool to 
select a closed path on your vector mask, you 
can move it around — and the effect follows. 
You can also create other closed shapes within 
one vector mask and the same effect is applied 
tothem. 

Allpaths within a vector mask are 
completely editable. You can add or delete 
points, use Free Transform to scale and rotate, 
or use the Direct Selection tool to edit 
individual points. No matter what you do to the 
paths, the vector mask still works. You can also 
use the Shape Area options, such as Add, 
Subtract, Intersect and Extrude to achieve 
some interesting results, 

By default, your layer and masks are linked 
together. This is helpful if you're resizing alayer 
and you want the masks to follow. A remarkable 
thing to note is that your vector maskis resized 
with your layer and layer mask at the same 
time. This shows the possibilities Photoshop 7 
offers for linking pixel and vector art within 
Photoshop 7. Perhaps in later versions, Adobe 
will expand on this idea and make it possible to 
link between different palettes — like linking a 
layer toachannelor toa path, so that any 
movements or size changes are shared 
between the linked elements. 

Layer masks can certainly increase the size 
of your files in the long run so, whenever 
possible, try and use vector masks. They save 
time when saving, opening or closing, and also 
reduce storage space. 
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Chapter 7 


Take a look at a range of complementary products that 
will squeeze every last drop of functionality out of 
Photoshop, including plug-ins, filters and handy books. 


226 Beyond Photoshop 
232 Silver Oxide filters 

232 Alien Skin Xenofex 2.0 
233 Intellihance 4.1 

233 Mask Pro 3.0 

234 Mystical Lighting 

234 Dreamsuite Gel 

235 Flaming Pear India Ink 
235 Andromeda RedEye Pro 
236 RAW Fuga & JPEG 2000 

236 Imaging Factory Pro - 
237 Freeware links 

238 Fontlab 4.5 


239 Book reviews 
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Beyond Photoshop 


Could the Photoshop world exist without native filters 
and third-party plug-ins? Is there still a place for plug- 
ins and filters in a professional designer's workflow? 
What are the best plug-ins available today? Over the 
following pages, we take a look at how digital artists 
use filters and plug-ins, what they think of them, and 
how you should use them in your work. We also talk 
to the man behind the future of Photoshop — 

Kevin Connor at Adobe. Then, from page 231, 

we give you a definitive guide to some of the best 
third-party Photoshop plug-ins currently available. 
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the program has proved versatile and powerful enough for a 

wide variety of applications, from photo-retouching to 
texturing to creating entire illustrations. But, as we said, we don't need to 
tell you this, 

If there's one feature-set of Photoshop that's caught the imagination 
and attention of all of its users throughout the 13 years that the tool's 
been available, it's been those found in the Filter menu. Before version 2, 
the filter set that we're all so familiar with was actually a separate plug-in 
application for Photoshop, going under the name of Adobe Gallery 
Effects (originally owned by Aldus) — this plug-in was soon integrated 
into the main application. It's extremely surprising to think that the only 
addition to the core effects set since version 2 came in version 3, when 
Adobe introduced the Render commands, including Render Clouds and 
the incredibly popular Lighting Effects. 

Of course, Adobe has tweaked the contents of the Filter menu since 
— adding Liquify and Extract tools over the years. Still, the core effects 
remain the same — a testament to their longevity and sheer usefulness. 


Familiarity breeds contempt 

It's almost certainly the sheer popularity of the filters and effects set that 
has caused them to be viewed with such cautious eyes by the world of 
professional illustration. You could almost say that the Photoshop filter 
has a certain stigma attached to it, a certain laziness, that the 
professional illustrator doesn't want to be associated with. 

It's undeniable that filters produce results fast — whether they're 
native to Photoshop (shipping with the product) or third-party offerings. 
The clichéd look given by some filters is a territory that most illustrators 
avoid, and many we've spoken to would never hand over a commissioned 
image with an obvious Crystalize effect, for example. 

However, although professional creatives often steer clear of 
obvious effects, the Filter menu certainly isn't a feature they're averse to 
using, now and again. Freelance illustrator Richard May of 
Pixelsurgeon.com has some opinions on the matter. “I use filters from 
time to time for my illustrations, such as Colour Halftone and Mosaic, but 
just for a laugh really — | like that cheesy 80s look.” 

May is also quick to state that professional illustrators make too big 
a deal of dismissing the practical use of filters. “Illustrators regularly 
waffle on about never using filters and avoiding clichés. I’m not sure if it’s 
important.” He's simply pointing out the old adage that it doesn't matter 
how you get there, as long as you do. Of course, just applying Twirl to a 
photo isn't going to impress a client, but the subtle use of a filter to help 
obtain a certain effect can be a quick way of achieving results that would 
otherwise be time-consuming. 

Questioning another freelance illustrator and editorial contributor 
to this magazine, Jacey (www,jacey.com), on the same subject, the issue 
of laziness reared its head: “Anyone can use Photoshop filters and 
produce a reasonable result. Yes, everyone thinks its cheating and, yes, 
there are more bad than good filters.” 

Jacey has his own theories on the stigmas attached to the 
Photoshop filter. “When you get Photoshop for the first time, it's hard to 
resist and back inthe day it was quite fresh and exciting. Seasoned 
Photoshop users can spot a filter a mile off, as can most clients. The 
problem is, it can make everyone's work look the same.” 


" e dont need to tell you that Photoshop is the most important 
} tool for any freelance illustrator, artist or designer. For years, 
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Use and abuse? 
While some contemporary illustrators will avoid filters like the 
proverbial, others claim they have distinct uses and are part of the daily 
workflow. Brighton-based Magictorch (www.magictorch.com), for 
example, regularly makes use of the Filter menu — with excellent results. 
Mike Chipperfield, one third of the design house, explains: “There are 
one or two that we use regularly. We use Gaussian Blur to create glow 
effects, for example, and to add depth of field to an image by blurring 
elements of the foreground and background. We occasionally use a 
touch of Radial blur, too, usually set on zoom. And every now and again 
we dip into the Distort menu as part of a process.” 

Chipperfield has a lot to say on the old cliché issue. “Many 
illustrators use a system of multiple filters to produce their style, but 
some will avoid them like the plague. There's a professional pride issue 


“We don't encourage anyone to stamp 
out filters from their workflow — our 
view is that you pick the best and use 


them intelligently” 


involved — you don't want any monkey pointing at your work and saying 
‘| know how they did that — that's a piece of piss— lazy buggers’.” 

He continues, giving a similar opinion to Jacey on the reputation of 
filters, citing their pick-up-and-play appeal as both blessing and curse. 
“When introduced to Photoshop, people reach instantly forthe filters. 
Everyone does it at some point — go mental with Twirl, repeatedly apply 
Plastic Wrap, Glowing Edges, Solarize and so on. It's a fun way to become 
familiar with the program, but there has to be a point when you realise 
that filters are just visual toys.” 

Visual toys — a poignant take on the Photoshop filter indeed, anda 
view many illustrators agree with. Here at Complete Handbook HQ we 
wouldn't encourage anyone to stamp out filters from their workflow — our 
view is pick the best and use them intelligently. Chipperfield states that, 


when Magictorch uses a filter, it’s a means to an end, not an end in itself. 
If there's a look you want to achieve, then use a filter to achieve it — just 
ensure it's part of the method, not the result. 

We rattled Jacey a little by asking him if plug-ins and filters were for 
amateurs, native tools for pros? “No, that’s like saying, 'ls an Etch-a- 
Sketch for amateurs and an Apple Mac for pros?’ It's all down to how you 
use it.” 

Richard May responds to the same question. “Being a professional 
amateur, I'm not sure.” We do, however, learn of May's penchant for 
Magic Eye and Fractal pictures during the course of the interview, 
something that isn't instantly obvious in his work, indicating that perhaps 
using more filters and plug-ins can only add to ourcreations. 


Plugging in 
From Photoshop 4, the API of the application became a breeding ground 
for hungry developers wanting to expand on Photoshop's toolset with 
workflow or effects-orientated tools. Third-party filters are an entirely 
different entity to those found natively in Photoshop. They expand the 
package in ways that Adobe never could (or dared to) imagine, bringing 
everything from weird and crazy effects to truly useful selection and 
colour adjustment tools. And despite the undeniable power behind 
Photoshop, new third-party plug-ins enter the market every month. 
Illustrator Ben Campbell isn't shy of adding plug-ins to his image- 
editing arsenal. “With some programs, there's just no point as Photoshop 
can do it better. But in a batch of plug-ins you'll sometimes find that 
there's one perfect filter that makes the whole purchase worthwhile.” 
Recently released plug-ins that serve a practical purpose are 
Mask Pro and Intellihance from Extensis and The Image Factory's range. 
Newly released effects-based plug-ins include Xenofex 2 from the 
irrepressible Alien Skin, and Mystical Lighting from Auto FX — all of 
which you'll find reviewed in the Group Test, beginning on page 232. 
Third-party plug-ins fall into many different genres. Masking plug- 
ins have become popular of late — those that simplify the complex 
selection process within Photoshop. The same goes for image- 
adjustment filters — these give easy access to, ora series of variations 


Beyond Photoshop Feature 


on, the image-adjustment tools available natively. These external tools 
are particularly useful for those involved in digital photography who 
haven't got the specialist knowledge when it comes to tweaking and 
cutting out images in Photoshop. 

One of the most famous set of Photoshop third-party filters were 
developed by Kai Krause. This creative genius brought us the classic 
Kai’s Power Tools (KPT), a package whose functionality and purpose was 
explained by the man himself in an interview with Computing Japan 
magazine (www.cjmag.co.jp) back in 1994. “You've bought a Toyota, and 
we give you better tyres, a faster motor, air conditioning, a radio.” 

Krause’s plug-ins are an ideal example of how developers can take 
an image-manipulation idea and, no matter how crazy or complex, 


“The plug-in market has helped fuel 
the popularity of Photoshop over the 
years by allowing customisation of 
the product to suit the needs of 


different users” 


— Kevin Connor, Adobe 


integrate it beautifully with the Photoshop interface. Campbell has never 
let go of KPT series 5 and 6. “Lens Flare is the filter | love the most, along 
with Noize and Equalizer — they produce fantastic effects. “ This 
enthusiasm is echoed by Jacey: “KPT 5 Frax Flame is an absolutely 
beautiful filter — though it was caned by a lot people. It's a fantastic bit 
of programming.” 

Specialist filters are often tools that an illustrator or designer will 
get their hands on fora single job with a view to using them again in the 


Blurring the boundaries 


Creating classic depth of field —- how subtle use of the 
Gaussian Blur filter can transform your work 


Magictorch was recently commissioned to produce this illustration for 
our sister publication, Computer Music, and it's a great example 

of how Photoshop's native filter set fits into the day-to-day work of a 
professional design outfit. 

Mike Chipperfield explains: “We've used Gaussian Blur to create a 
depth of field effect. There are three levels: the top level includes the 
hand and yellow hexagon and is not blurred; the next level was 
masked off with a feather of 150 pixels and blurred with a value of 7.5; 
and the outermost level, which is most visible in the far left of the 
image, was masked off as before and blurred with a value of 15. The 
gradual blurring is perceived as a fairly realistic depth-of-field effect, 
and brings the key foreground elements into sharper focus.” 
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future. “There are times when a third-party filter can both help and speed 
up the design process,” Jacey recalls. “AV bros Puzzle pro 1.2 
(www.avbros.com) is a good example of a filter that serves a specific 
purpose. | had a commission that involved making a jigsaw puzzle with 
several missing pieces. This filter took ten minutes, better than spending 
four hours in FreeHand creating all of the pieces individually.” 

Some illustrators discover a plug-in and never let it go. Campbell 
found Flaming Pear’s LunarCell, a planet simulation plug-in, on a cover 
CD attached to Computer Arts magazine and claims it’s “worth its weight 
in gold to any science-fiction artist.” The same goes for Squizz, a plug-in 
from Human Software and one of Campbell's earlier plug-in 
investments. “It warps images in a similar way to the Liquify tool, but is 
much more professional and better for high-end retouching. It uses 
Béziers and moving points to control images rather than brushes. It’s 
great for making thin people fat, for instance.” 

So, once again, using plug-ins doesn't damage the professional 
pride? “People think that using a plug-in is simply about pressing a 
button and things happening,” says Campbell. “But it's like any tool. You 
need to know when to use it and how to integrate it into your workflow.” 


The voice of Adobe 
But what would Photoshop be like if third-party plug-ins didn't exist? 
Kevin Connor, Director of Product Management, Photoshop at Adobe, 


Feel the Noise 


Ben Campbell reveals his preferred plug-ins for faster image-manipulation 


ie 


Start with a black and white photo of a 

baby, then add an Earth-like planet created 
using Flaming Pear’s planet-making plug-in, 
LunarCell. Grade the images in Photoshop using 
a Gradient Map Adjustment Layer. 


NSIFLARE ee; 
r 
2 


Using the Lens Flare tool in KPT 6, create 

a flare on a black screen. “Use a canvas 
that is smaller than the intended size, because 
you always have to blur lens flares slightly and 
enlarging it will add to the effect.” 


Final step 


Drag the flare into a new layer, change the 

Transparency setting to Screen and increase its 
size to fit the original canvas. “All lens flare filters on 
the market are too sharp; they almost always need 
to be blurred.” 
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tells us what he thinks. “The plug-in market certainly has helped fuel the 
popularity of Photoshop over the years, by helping to develop a larger 
community, and also by allowing greater customisation of the product to 
suit the needs of different types of users. Plug-ins are a fundamental 
part of Photoshop, both in terms of the plug-ins that come in the box and 
the plug-ins that third parties provide.” 

We also quizzed Connor on the touchy subject of Adobe ‘borrowing’ 
ideas from third-party developers to implement in future releases of 
Photoshop. “Probably the most notable example of a time when we 
added a feature that solved the same problem previously solved by some 
plug-ins is when we added layer effects to do dropshadows, bevels, 
glows, and other effects,” he says. “This is an area that Alien Skin and 


“Third-party filters expand the 
package... bringing everything from 
weird and crazy effects to truly useful 
selection and colour adjustment tools" 


To add atmosphere, use Noize (KPT series 

5), again on a black canvas. Place on the 
original image as a new layer. Change the 
Transparency setting to Screen, create a black 
mask, and paint white to bring up the effect. 


The finished image has been achieved by 
flattening the image, adding some film 
grain effects and blending it all together. 


other developers had already successfully focused on for some time. 
Our reason for building this into the app was to integrate it into our layer 
implementation, to make it re-editable and much more powerful than 
was possible within the plug-in architecture.” 

Connor points out the inherent conflict between plug-in 
development and core product development, but states that the 
company works closely with some of the larger plug-in manufacturers, 
informing them of the company's plans. “The plug-in market isn't quite as 
strong as it was in the early years of Photoshop, but it’s still very healthy,” 
he concludes. 

Despite Photoshop's reign as the leading image-editing package, it's 
yours to extend and adapt with a massive offering of filters and plug-ins 
— lots of people do it and Adobe are all for it. Over the following pages, 
we've looked at some of the latest and greatest third-party Photoshop 
plug-ins currently available. We've reviewed a wide variety of tools, 
ranging from effects add-ons to productivity-enhancement suites. You'll 
also find three exclusive Flaming Pear plug-ins on your cover CD — see 
page 249 for further details. 


INFO Words by Robert Carney, robert.carney@futurenet.co.uk. Thanks to Richard May 
(www:richard-may.com), Jacey (wwwjacey.com), Kevin Connor (www.adobe.com), 
Benedict Campbell (www.benedict1.com) and Magictorch (www.magictorch.com). 
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Plug-ins for the «‘: 
new generation. 


Third-party Photoshop plug-ins are far from ; 
dead - we put 10 of the latest to the test ‘s 


1 shadow 001 beta 


Photoshop is as important to the graphics by well-known and not-so-well-known 
industry today as it’s ever been, but there's third-party party developers, and put them pee) te 
still plenty of scope for improvement. Take through their paces. Some of the plug-ins are ee se 
filters, for instance. Aside from a few new like mini-apps in their own right, while others 
additions, such as the Liquify and Extract are simply collections of specific filters with ww oma 
filters, the list has changed little over the their own idiosyncratic interfaces. The way 
last several iterations. Which is where the these filters integrate with Photoshop can 
third-party plug-in comes in, cleverly vary considerably, too. 
extending the capabilities of Adobe's app For this Group Test, plug-ins are 
and making certain tasks easier and/or faster evaluated not just for their usefulness, but 
than ever before. also for how well they work, how intuitive 
Photoshop plug-ins come in two broad they are to use and whether they actually 
categories: those that provide image- improve a non-plug-in-enhanced workflow. 
enhancement, conversion or modification, And in case your budget is tight, we've even 
and those that create new images, patterns included a list of shareware and freeware 
and effects from scratch. In the Photoshop plug-ins, some of which are really quite good. 


plug-in filters Group Test that follows we've Surprised? You won't be once you turn the 
taken ten examples from both areas, designed —_ page-these tools could save your life... > 
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Silver Oxide filters 


PC AND MAC $35-$75 (£21 - £45 approx) 
Want to simulate a specific film-look? Then 
check out these filters from Silver Oxide 


ilver Oxide is a company producing Photoshop filters fora very specific 
purpose — to digitally simulate different kinds of photographic film. At 
$35-$75 a pop, they suit a range of budgets, with the more expensive 
enhanced versions obviously delivering more features (such as built-in 
Red, Green and Yellow filtering). If you know about film and are aftera specific look, 
particularly when using a high-quality digital camera, then Silver Oxide's plug-ins 
should prove very handy indeed. The interfaces 
are simple and well-designed, and you get a 


CONTACT navigable preview image, plus a series of controls 
Silver Oxide (from two to ten, depending on the plug-in). The 
Buy online list of film types/makes supported is exhaustive 
www.silveroxide.com and includes Tri-X, Silver lR, Ilford and Kodak. 
This is essentially black and white film 
VERDICT modelling, and the results are uniformly 
yo. &. &. 4 excellent. But what impressed us most about 
Agreat series of filters that these filters is their creative potential for 


designers working in digital photography. For 
example, the SilverIR filter, which you can use to 
simulate infra-red film in black and white, also 
worked well in colour. By using Photoshop's 
Fade... feature, we could overlay the strange 
brightness values generated by the filter over the 
original colour image and ensure an organic film look rather than obvious 
Photoshopped effect. 

Along with black and white filtering, a Sepia filter enables you to colourise 
images in the most common tones used in photography. Admittedly, you can use 
Photoshop's Channel Mixer to recreate some of the same effects, but not all of them, 
particularly those provided by the Silver IR filter. However, as the outputs of many of 
the plug-ins differ only slightly, they aren't really meant to be bought casually — 
they're pretty specific. 

Atleast the knowledge that these third-party plug-ins have been specially 
created by a photographer for photographers ensures they'll be intuitive enough to 
use by those familiar with film types and old analogue photographic techniques. 


really seem to do the job. The 
16-bit versions provide even 
more quality for your money. 


Prevew (13) Mriter 


‘Classic Bright 


Silver IR 
wv siiveroxide.com 
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Alien Skin 
Xenofex 2.0 


PC AND MAC $129 (£77 approx) 
The latest batch of filters from those 
pioneers of the crazy Photoshop plug-in. 


enofex 2.0 is a collection of 14 filters that generate a variety of effects, 
including cracks, lightning and jigsaw pieces. Operation is simple 
enough — when you calla filter from the Alien Skin Filters sub-menu, an 
interface pops up, consisting of a panel with all of the relevant preview 
and sliders/controls. You also get an associated menu bar where you can access all 
of the 14 filters and their presets. This is extremely handy, because it enables you to 
change filters without having to quit the interface. 

The Jigsaw filter is quite fun — it enables you 
to click on pieces in the preview to knock them 
out. This makes it simple to create jigsaw effects 


CONTACT waa . ae 
Alien Skin with pieces of an image or object missing. You 
Buy online can also click a button to randomly remove 10 
wwwalienskin.com per cent of the pieces. 

Other noteworthy filters include Flag, which 
VERDICT generates a 3D shaded billowing fabric from an 
De. oo. 4 image, and Little Fluffy Clouds, which enables 
Yenctox 20 lea fiiersettn you to create cloudscapes useful for some 
the traditional mould ie. Conipeer Urs walks : 
clichéd and gimmicky). If you Taken at face value, the effects are all quite 
know you can get away with the predictable, but at least they provide a handy 
sometimes cheesy effects, then quick fix when time is tight. And one or two — the 


Cracks filter in particular — could come in handy 
for illustration work. 

One of the downsides of Alien Skin's Xenofex 2.0 
is the length of time that it takes to apply the preview — experimentation turns out to 
be a needlessly drawn-out and yawn-inducing process. It would be nice instead if 
you could make selections in the preview to restrict the effect and speed things up, 
or perhaps a resolution control to down-sample the image with editing parameters. 
Another annoying feature is that, in some instances, the filter is regenerated anew 
when you zoom in on or pan the preview. 


itisn't such a bad buy. 


Intellihance 4.1 


PC AND MAC $200 (£119 approx) 


A speedy solution from Extensis for fine-tuning 
your Photoshop images 


ne of the most common tasks faced by designers working with 
fi photographs is to prepare them properly for their intended destination, 
be it print, Web or other media. Chances are, the quality of the raw image 
acquired from your scanner or digital camera won't be good enough, so 
you'll need to adjust the image to compensate. Photoshop has plenty of tools to help 
you do this, but they're spread about and it’s not always clear to less experienced 


CONTACT 
Extensis 

020 8200 8282 
www.extensis.com 


VERDICT 
tok In 


It may not be cheap, but 
Intellihance has something for 
everyone. If you're a 
Photoshop newbie and want 
to edit like a pro, it’s powerful 
and easy to use. Meanwhile, 
pros will gain workflow 
enhancement from the Power 
Variations and finely-tuned 
controls. Speed-wise, it's 
simply a dream come true. 


users what tools are the best for the job. Which is 
where Extensis’ more than capable plug-in 
comes in. It combines most of the necessary 
tools for enhancing photographic images in one 
simple interface, complete with understandable 
controls that even your grandmother wouldn't 
have trouble figuring out. 

It also offers a quick-access sub-menu to 
the Extensis menu it adds to Photoshop's menu 
bar. Here you can choose from a list of common. 
settings that deal with specific tasks or situations. 
These include settings such as Digital Camera, 
Drum Scanner, Dust Removal and Edge Enhance 
—all of which not only work well but tell you 
exactly what they're for, too. If anything, the 
impact of the presets is stronger than you might 
expect, but then you can easily run the 
Edit>Fade... command to reduce the strength of 
each one if you want 

Via the interface, you can also switch to Fine 
Tune mode, which provides deeper access to 
each filter and brings up more controls, or Power 


Variations, which display up to 25 versions of the image with a progressive 
application of your chosen filter. You can view an image with 25 different sharpening 
values, or different presets, for instance, and pick the one that's best. This is arguably 
the plug-in’s most powerful feature, and one that genuinely saves time and effort. 
By far the best thing about Intellihance 4.1, though, is that it's very, very fast. 


Mask Pro 3.0 


mac $200 


The tried-and-tested masking solution returns 
with a host of new features 


background — but cutting out objects for compositing over plain 


asking can be as simple as painting a stroke in a Layer mask or as 
if involved as extracting a transparent object from a multi-coloured 


backgrounds (or for transplanting into new ones) can be painfully slow 
and involved, even in Photoshop, especially if you want quality results. Extract can 
help, but it’s not really a tool designed for difficult masking. If you do a lot of the 


CONTACT 
Extensis 

Buy online 
www.extensis.com 


VERDICT 
kkk 


Mask Pro 3.0is not an 
automated masking plug-in - 
no products can do this tothe 
extent required for pro work — 
but it does offer a set of tools 
that do the job well. 


latter, then Mask Pro 3.0 could prove very useful. 
Animproved version of Extensis’ popular 
plug-in, it's actually a mini-application that 
launches when you call the Mask Pro command 
from Photoshop — your current layer is then 
loaded into Mask Pro, ready for masking. To mask 
acomplex object, such as a person with wispy 
hair, you first need to define colours to keep and 
colours to discard, using the Keep and Drop 
Eyedroppers or the Keep and Drop Highlighter 
pens. The latter are easier to use, though less 
precise, and ideal for quick and dirty masking. 
In this case, Mask Pro does about as good a job 
as Photoshop's Extract tool, but then that's the 
nature of masking. The more effort you put into 
selecting the colours to keep and drop, the better 
the mask. 


Mask Pro 3.0 has all the tools you need to deliver high quality results, but you 
do still need to put in the effort. Chisel is particularly impressive. It enables you to 
intelligently edit the mask after it's been made, removing or restoring pixels from the 
periphery, especially where they're partially transparent and contain both 
background and foreground colours. It essentially chokes or spreads the mask, but 
because you can use itso precisely, you only need apply it to the areas that really 


needit. > 
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Mystical Lighting 


PC AND MAC $179 (£107 approx) 
Dreamy lighting effects in a stylish and creative 
plug-in from Auto FX 


nother plug-in from Auto FX, Mystical Lighting is actually quite useful, 
enabling you to create subtle lighting tricks, such as blooms, flares, mist 
and shadows, with the utmost ease. The interface uses the same design 
as Dreamsuite Gel (see right), but in this case you are at least treated to 
a Layers palette, so it's clearer how to remove an effect. Masking and correction 
layers are also available in this plug-in. Mystical Lighting even draws its special 
effects much faster than Dreamsuite, so you 
can leave the interactive rendering option on 
forthe most part. 

Although you can achieve all of the effects 


CONTACT 


urs produced by Mystical Lighting in Photoshop, the 
Buy online ' 3 
plug-in does offer some useful automation. For 
www.autofx.com 
example, you can apply bloom and glare, where 
VERDICT bright portions of a photograph appear to glow 
tok slightly, both interactively (nearly) and to 
2 selected portions of the image. You can also 
‘An okay tool for quick effects change threshold and effect strengths on the fly, 
and experimenting with, as wellas the size and shape of the interactive 
Sapecially for digtal ¥- widget that controls the effect. Making changes 
mene daca like this in Photoshop would require a lot of to- 
Ban ing and fro-ing, creating masks. 
Ultimately its workdlow isnt Te peaae ee areal naaeahriap 
well sulted to detailed nother extremely nice effect is the 


shadowing option. Essentially, this effect darkens 
areas behind foreground elements to help them 
stand out. Again, the effect is interactive, but it 
does tend to require the foreground objectto be 
brighter than the background from the outset. 

Allof the effects boast various controls. You can scale and distort the layer, for 
instance, and apply a light blocker to parts of the image. This is a brush that draws a 
line along which a masking stroke is drawn. As with a Photoshop brush, you can alter 
radius, opacity and hardness, too. While it's good for quick effects and Photoshop 
newcomers, Mystical Lighting is flawed for detailed pro work. It just doesn't offer 
Photoshop's level of precision. Yes, it's more fiddly and you have less interactive 
editing, but you also have more control when you do things manually. 


professional design work. 
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Dreamsuite Gel 


PC AND MAC $99 (£59 approx) 
Lengthy processing times detract from 
Auto FX's surprisingly lacklustre plug-in 


reamsuite Gel is a plug-in that helps you create blobs of gel, crystal and 
) other strange materials. Slowly. In fact, that’s the first thing you notice 
about Auto FX's offering: it’s slow. Terribly stow. Doing just about 
anything takes ages, which is extremely frustrating for this kind of 
creative and experimental tool. 

An application that launches separately from Photoshop when called up from 
the Filter menu, it should really be much more open to optimisation, too. And then 
there's the dreadful interface. The main reasons it's so difficult are the distractive 
design and unintuitive control hierarchy. 

For instance, an image regenerates aftera 


CONTACT change by default, which is fine in theory, but 
Auto FX proves hugely annoying in practice. Why? 
Buy online Because the plug-in is so slow. You finally find a 
worevautofx.com Preference that sets Refresh to manual, but 
VERDICT you're still left with the problem of how to remove 
a filter once it's been applied. In fact, we're still 
kk wondering... There is a Remove menu that mirrors 
Ohdear. We really can't the Effect menu, so it would seem you have to 
recommend Dreamsuite 


navigate to the same effect sub-menu to erase 
the effect, but that doesn't work, either. It merely 
opens the effect's Preset menu. The only thing we 
found was the Revert button. Functionality aside, 
Dreamsuite Gel doesn't even cut it in terms of 


Gel to anyone ~ it's abad 
plug-in from a usually top- 
notch company. 


output — the effects look cheap, cheesy and fuzzy. 
Simply put, this isn't the kind of plug-in a professional Photoshop user would 
ever use — at least not without good reason. 
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Flami 
India In 


PC AND MAC $15 (£9 approx) 
Create a variety of woodcut effects with 
this affordable and impressive plug-in 


f you want to convert an image to black and white or posterise it, you 
( can't move for filters begging to do the job for you. Photoshop's own 

Bitmap filter, for example, creates an image from solely black or white 

pixels. But a more creative option has to be India Ink, a plug-in that 
creates bitmap images using a host of hatching and mezzotint styles. 

Fancy turning a photo or render into a woodcut? Then India Ink does the job far 
better than Photoshop alone. The filter itself has a large preview window and offers a 
number of useful controls. Scale multiplies the 
overall scale of the pattern, so you can cope with 
small or large images, while the variable line 


nace d thickness menu enables you toalterthe weight 
Buy online of the hatching, making a fine or coarse 
www.lamingpear.com conversion (or any point in-between). 
What's so good about India Ink is the built- 

VERDICT in displacement and sharpening facilities. The 
OOK wave slider warps the hatching pattern so that it 

. appears to wrap around the features of the 
tbe aac objects in your picture — this is crucial to 
boot. Brilliant cesta obtai ining that classic woodcut look and works 
hancideowi Uimeaiwe very well indeed. Then there's Sharpening, which 
effects or for creatively generates an unsharp masking before the 


hatching is applied, resulting in greater 
delineation of the features in your image. Styles 
on offer include classic crosscut and hatching, 
as wellas diffusion and noise, and a number of 
quirkier alternatives. The degree of control is excellent, and you can choose to apply 
the effect using different procedural apply modes (Add, Overlay, etc). Presets are 
also available, and you can even save your settings to re-load at a later date. 

Despite the filter creating a specific effect, the range of looks you can create 
within those parameters is extremely diverse. 


compressing images. 
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Andromeda 
RedEye Pro 


PC AND MAC $39 (£23 approx) 
Remove red eyes from your dog (or gran) 
with Andromeda's inexpensive tool 


a ith the increased take-up of quality low-cost digital cameras, red eye 
| is likely to be a growing problem among digital photographers. It's 
{ common with people shots taken using cameras that use integrated 
| flashes (most non-pro devices). The flash fires, illuminating the subject, 


but also reflecting off the back of the subject's 
eyes, in particular the capillary-rich retina 


CONTACT (hence the red discolouration). 

Andromeda Most decent cameras prevent or reduce the 

Buy online likelihood of red eye by shininga light at the 

www.andromeda.com subject before taking the picture so that the 
subject's pupils contract, thus letting in less light 

VERDICT and limiting the retinal reflection. 

kk > od Ofcourse, you can remedy red eye in Photoshop 

This filter works perfectly and itself quite easily, using standard tools such as 

proves far quicker than doing it Sponge and Burn, or Hue/ Saturation, to 

by hand. Ifyou do this kind of desaturate then darken the pupil. But 

thing a lot, then the asking price Andromeda’s specialised plug-in RedEye Pro 

isn't too steep, considering how makes the process much easier. The interface 


features a large preview and provides a simple 
set of tools, with two modes offering different 
levels of control. In Novice, the effect is applied 


much time you'll save. 


using a square guide that you simply place over the pupil and resize to fit. In Expert, 
you can access brushes to more precisely paint out the red eye. 

To select the colouryou want removed, you can use either the colour picker or an 
eyedropper. With the latter, it's a two-second job to remove the offending red without 
affecting any other colours. > 
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WY plus ug-in & 
iG 000 


PC AND MAC £65 
Professional digital photographers, this is the 
plug-in you've been waiting for 


dobe Photoshop Camera RAW is a plug-in designed for use with high- 
end professional digital cameras, enabling you to access and manipulate 
raw image data directly in Photoshop. The important bit is that the plug- 
in deals with the raw image data, unprocessed by the camera, Photoshop 
or anything in-between. In other words, you're dealing with the light data as received 
by the camera's CCD or CMOS sensor, without 
any software interpretation or compression. You 


CONTACT view these raw images directly in the Photoshop 
Adobe Browser, which also displays other relevant data 
Buy online (such as the camera's f-stop settings). Double- 
www.adobe.co.uk clicking an image opens it in the Camera RAW 
interface, where you can make various other 
VERDICT corrections and adjustments. 
kkk The interface features a preview window and 
The Camera RAW plug-inis an aseries of sliders for adjusting White Balance 
excellent choice for photographers (Temp and Tint), Exposure, Shadows, Contrast, 
using professional digital cameras, Brightness and Saturation. You can also adjust 
since it gives you direct access to Sharpness and Smoothness using simple sliders. 


and control over the raw pixel data. For noisy images, you can increase the 
Smoothness slider to interactively remove grain, 
while the aptly named Moire option will help 
reduce any such offensive patterning. The RAW plug-in can also read and use the 
camera's white balance setting — or you can adjust it yourself if you wish. 

You can also transform other image attributes while inside the plug-in, including 
image size, what colour space to open the image into and bit depth. In addition, the 
plug-in can transfer the image to Photoshop in either 8-bit or 16-bit format, the latter 
offering the best quality. There are also some nice features to speed up workflow, 
such as the ability to save the current setting as the default for the current camera. 
This enables you to apply the same correction to a series of images you wish to import 
into Photoshop. Also included is support for the latest JPEG 2000 file format for even 
better file size optimisation and delivery of images on the web. 


| @ Photoshop file Edit image Layer Select Filer Wew Window Help 
Canon E0515) Venice Carnivala 3456387. (80 250, 2/45, /5.0, 75 mm) 
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imaging Facto 
Pro? ry 
PC AND Mac $300 ($100 EACH) 


Asuite of tools for the Photoshop user who 
demands more image-editing control 


he Imaging Factory's Pro Tools collection of plug-ins is designed for the 
serious image editor who requires more control than Photoshop alone 
can provide. The Pro Tools set consists of three plug-ins in all: Convert 
To Black and White Pro, Unsharp Mask Pro and Noise Reduction Pro. 
Unsharp Mask Pro is an interesting alternative to Photoshop's native filter 
because it offers far more control than the standard version, augmenting its Contour 
Size, Sensitivity and Amplification settings (which equate to Photoshop's Radius, 
Threshold and Amount Unsharp Mask sliders) 
with a Contour Balance control. This weights the 
sharpening radius so that you can, for example, 
increase the contrast more on the dark side of an 


CONTACT 


The Imaging Factory 
Buy online edge or more on the light side. 
www.theimagingfactory.com But there's more. A series of six Colour 
Response sliders also enable you to weight the 

VERDICT sharpening differently in different parts of the 
So. . &. @. 4 colour spectrum. This is extremely useful 

e because it enables you to reduce the sharpening 
pe posed of blues, which can be rather noisy if the image is 
ins. These filters are stunningly from a digital camera. It's far more precise than 
good. Infact, every prodoing the standard filter and the results are always 
correction work or photo editing guaranteed to be stunning. 


Noise Reduction Pro comes into its own 
when you need to reduce digital noise in digital 
or scanned images. There are two parameters in 
all: one for luminance, the other for colour, each with its own sub-controls. We found 
it particularly good for reducing JPEG artefacts and high ISO noise. It can also 
remove colour casts at sharpened edges, and is thus an excellent adjunct to the 
Unsharp Mask Pro filter. 

Last but not least, there's the Convert To Black and White Pro filter. Again, it's a 
real gem. Add the ability to prefilter the image using any colour, preset film types and 
tinting and you've got the best black and white converter yet. 


should own them. 


Beyond Photoshop Feature | 


Alternatively... 


FREEWARE FOR THE MASSES 


When budgets don't allow, Photoshop comes to the Useful free and shareware plug-ins and links 
rescue — as long as you have time on your hands wow af. con/web/pshop free html 
www.flamingpear.com/dl/freebies-x.sit_ 
fyourbudget doesnit extend to using Photoshop's Channel Mixer: With this www-flamingpear.com/dl/freebies:sit =a —— 
buyinga raft ofextra plug-ins,dont —_ panel, youcan blend different valves of the RGB www.flamingpear.com/di/freebies.zip — 
worry. Youcanemulate many ofthe  orCMYK channels of animage to create a www.freephotoshop.com/htmi/free_plug-ins.html 
effects created using these plug-ins — custom greyscale image. Negative values can www.photoshop-filters.com/html/kang.htm " 
in Photoshop alone. The process just takes longer _also be set to create dramatic special effects and www. geocities.com/SiliconValley/Monitor/4456/plug-ins.htm| = 
and isa lot more involved. the appearance of negative film. wwwillustrator.ru/catalog/software/Razmanov/index_e.shtm!__ 
For example, you can remove red eye using And you can achieve most of the effects www. graffici.com/commun/filtreindex.htm 
Selections and the Replace Colour, or Selective provided by Mystical Lighting using layers and 
Colourfilter: Alternatively, try the Sponge and blending modes, too. It's the way that all these JRa | rromnrtem | rimrerie | acumen | mee | mouse] 


Burntools. techniques are bundled into a single interface OE L=<=<<<= ll 
Similarly, you can convert colour images to that helps, although, to be honest, it's really not : 
black and while, and simulate different film types, _ that much faster than doing it manually. 


Conclusion 


The clear winner in this Group Test is the plug-in set from 
The Imaging Factory. These filters take some of the most 
frequeritly'ised in Photoshop and turbo-charge them to the nth \ , 
degree. They should be high on the list of add-ins for almost a_e \ blip cheleceheey rah Lonapctltas le rage sirnpitication! 
all pro Photoshop users, simply because they tangibly extend 
the app’s core toolset rather than add gimmicky, clichéd 
trickery and effects. 
Second, the filters work like a dream in all kinds of 
situations. They're fast, well designed and fit perfectly into 
existing workflows. For most kinds of jobs, you even can use, 
these in place of their Photoshop counterparts (the Unsharp. 
Mask filter, for instance), because they offer both more power 
(for advanced adjusting) and greater speed (for simpler 
adjustments). 
Honourable mention should also go to the Adobe Camera 
RAW plug-in and Silver Oxides film filters, both of which will 
benefit digital photographers greatly. 


— 
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Fontlab 4.5 PC AND MAC $549 (£341 approx) 


Font besicn A must-buy font editor for professionals eager to widen their typographical horizons 


CONTACT 
Fontlab 

Buy online 
www.fontlab.com 


FEATURES 

© Shaped brush strokes 

* Expand stroke features 

© Open contours 

* Blended fonts (morph two fonts 
into a new one) 

* Make Parallel Path tool 

¢ New drawing with Bézier controls 

* New Metrics window 

* Direct keyboard access to glyphs 
in the Glyph, Metrics and Font 
windows 

* Improved OTF export 

* Anti-aliased outlines 

© New, updated support for Python 
scripting language 


SYSTEM 

PC 32MB RAM © Win 95/98/NT/ 
2000/XP/ME 

MAC 32MB RAM ¢ OS 9.1 or OS X 


FOR 

© Huge range of options 
¢ OS X-native 

* Professional results 


AGAINST 

© EPS import could be improved 
© Complex for some users 

© Interface could be improved 


VERDICT 
tok Ik 


For those involved in the creation of 
professional type, this is a must-buy. 
FontLab clearly wants this to be the 
best font editor on any platform, but 
while it's not quite there yet, with each 
upgrade it grows in breadth and 
capability. Once those aggravating 
user-friendliness issues have been 
ironed out, FontLab could have the 
ultimate font editor on its hands. 
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nce upona time, the Mac was the platform on which 

to develop new typefaces — but when Macromedia 

stopped developing Fontographer back in 1996, the 

platform was starved of a suitable replacement. 
Even when Pyrus ported over FontLab 3.0, its PC digital typeface 
editor, in 1998, many designers found it too fiddly to work with 
and stuck with the ageing Fontographer. 

Indeed, on the PC FontLab only came into its own with version 
4.0, the Mac version languishing at version 3.0. Then, when Apple 
launched its UNIX-based operating system OS X, typographers 
were distraught to discover that Fontographer wouldn't work 
properly in Classic mode. Thankfully, FontLab Ltd bought the 
assets of Pyrus and has come to the rescue, announcing that 
FontLab 4.5 achieves feature parity with the Windows version 
and, better yet, is OS X-native. 

The list of features in FontLab 4.5 is certainly impressive: 
support for double-byte languages such as Chinese, Japanese 
and Korean; full Unicode support; support for right-to-left 
languages such as Arabic and Hebrew; the ability to create 
Multiple Master and OpenType fonts; anti-aliasing when editing 
and viewing fonts; Bézier drawing tools; Python scripting, and 
much more. 

In use, FontLab 4.5 will seem both familiar and strange to 
Fontographer users, while FontLab 3.0 users will be delighted, 
because nearly all the features they've been hoping for appear 
here. It feels like a solid OS X application, with some of the beta 
version's worse idiosyncrasies, such as ignoring the Mac 
convention of Apple+spacebar-click to zoom into artwork, 
suitably addressed. 

Sadly, some annoyances do remain, particularly if you prefer 
to create outlines in another application, such as Illustrator. 
Although pasted vector outlines can automatically scale to fit the 
font's dimensions or UPM value (Units Per eM), vectors brought 
in via the Import option do not. Fontographer allowed multiple 
pastes into the character matrix, but FontLab requires you to 
paste individual characters into open glyph windows, which can 
slow down the process of assembling vectors. Still, if you intend 
to draw your outlines (or contours, as FontLab calls them) in 
FontLab itself, you'll find the app difficult to fault. 

Kerning — visually adjusting the relationship between pairs of 


To launch the Glyph editing window, simply double-click a cell in the character grid. 
An impressive number of tools are available. 


Apert rir cist ctetetststtete 
Grp onOe0GedOoC nssntibenmatinarnsnt) 
Baro Fe HOSS NES 0 CESAR RA 9 


This is the main view in FontLab, showing the character grid and the helpful 
Preview pane, which shows changes to your font in real time. 


characters, and usually the last step before exporting a font — 
can potentially require thousands of kerning pairs, such as To and 
Le. FontLab simplifies this task by creating kerning classes, or 
groups of glyphs, that share similar characteristics, for example 
6,6 and 6, By kerning a key glyph from one class with the key 
glyph from another class, all the glyphs within the classes are 
automatically kerned with each other saving a great deal of 


time and effort. 


FontLab’s export options are second to none, and give you 
complete control over every possible variable in all the main 
formats for both PC and Mac. Some of the options are quite 
daunting, but using the default settings or making a quick trip to 
the well-written PDF manual will get you by until you understand 


allthe variables. 


After a beta preview and this full review, we've spent a good 
few hours with this app. Ourfinal say? It’s a powerful program 
that can help you produce quality fonts. Highly recommended. il 


Transformations 
FontLab’s Transformation panel _ which contains some exciting 
(Tools>Transform) actions, such as the ability to 
demonstrates how much power _create a bold font from your 
the application has hidden existing font, builda3D. 
away under thebonnet,andisa —_extrusionor even apply 
gateway toanewworldoftime- —_ envelopefilters. 
saving modifications. The transformations canbe 
The transformations are applied to the whole font or 
grouped into four categories: selected ranges. There's 
Contour, which is a range of another panel. 
basic vector modifications, (Tools>Transform Range) 
such as Scale, Slant and which duplicates the normal 
Remove Overlap; Hints and ‘Transform panel and extends it 
Guidelines, which features by enabling you to string 
hinting actions, suchas transformations together and 
Autohint; Metrics, a small apply the actions toa range of 
group of usefulmetrics-based characters, the whole font or 
transformations; and Effects, even any opened font. 


WEB 3D 


AUTHOR Stuart Dredge PUBLISHER Lawrence King PRICE £22.50 ISBN 1856692833 


nan era when web 3D seems to 

be evolving by the day, it's fitting 
that one publishing house should release 
a showcase of sites that are ‘pushing the 
envelope’. This visually lush book gives a 
reasonably comprehensive rundown of 
website technologies and design 
inspiration, addressing the diversity of 
3D web content. 

Flash and Shockwave-based sites 
are covered, as well as those using 
proprietary technologies to create 
immersive 3D games. Examples picked 
include Habbo Hotel: a 3D, pixel art 
multi-user chat environment designed 
by Sulake in Finland. Other examples 
include the work of the Groove Alliance, 
a company using a proprietary engine to 


create 3D-based interactive content; 
and Cool Beans Productions, a UK- 
based firm using Maya and RenderMan 
to create online 3D comics. It's all 
interesting stuff. and if you're looking for 
a bit of inspiration in your web 3D 
projects you will benefit from the quote- 
heavy text and author Stuart Dredge's 
direct, yet friendly tone. 


It concludes with Dredge expressing 


his thoughts on the future of web 3D in 
anumber of different genres — games, 


chat rooms, e-commerce and so on — all 


relayed ina thought-provoking manner, 
giving you, the designer, a good idea of 
which technologies may be best for 
different applications of web 3D. You 
can't complain about the price, either. 
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BLINK: 100 PHOTOGRAPHERS, 
010 CURATORS, 010 WRITERS 


Price £40 

Author Shahidul Alam et al 
Publisher Phaidon Press 
ISBN 0714841994 


his 440-page epic collates a 
wealth of contemporary 
photography from across the globe: from 
advertising to fashion, the political to the 
surreal and mono documentary 
photographs to the digitally mastered. 
The concept: ten revered 
photographic curators round up ten of 
their favourite up-and-coming 
photographers who they believe have 
made a creative impact on the world of 
photography. These curators also select 
ten pieces of prose by world-renowned 
writers to represent their experience of 


photography, varying in content from 
fiction and theory to journalism. The 
result is a hefty coffee table book that 
succeeds as a full-blown ‘exhibition’. 
The digital work ranges from 
political to experimental and fun, but 
die-hard computer artists on the lookout 
solely for the digitally manipulated, 
could feel short-changed by BLINK. 
The digital content is not new or ground- 
breaking, but there are well-executed 
images. Add these to the full collection, 
and you have a contemporary snapshot 
of the international photography scene. 


PHOTOSHOP 7 PROFESSIONAL 
PHOTOGRAPHIC TECHNIQUES 


Price £36.99 

Author Janee et al 
Publisher friends of ED 
ISBN 190345090X 


e-creating professional 

darkroom effects is the order 
of the day here, and this book should 
appeal to both digital tweakers and 
traditional photographers moving out of 
the darkroom. The content is displayed 
logically with full-colour images, and the 
tone is light-hearted but informative. 

Techniques involved in repairing old 

photographs are a little redundant, but 
the chapters that focus on colour 
correction, calibration and touching up 
images destined for magazine pages 
more than make up for this. 


Obviously, the brief here was to create a 
book which would instruct 
photographers on how to use Photoshop 
for commercial gain; we know this 
because it has tutorials with solutions to 
real-world problems. (The tutorial 
dealing with colourising black and white 
images is of particular interest). 

Let's just say that if you're beginning 
your digital career, this book will be 
helpful. It will also come in handy for 
anyone wanting to learn techniques that 
art editors and directors all over the 
world have spent years refining. > 
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CREATING MOTION GRAPHICS WITH AFTER EFFECTS 


Price £35 Author Trish Meyer, Chris Meyer Publisher Osborne McGraw-Hill SBN 1578201144 


ears spent creating top-flight 
animation for TV and film 
prompted the Meyers to write their first 
how-to book, Creating Motion Graphics 
with After Effects, This latest outing — 
Creating Motion Graphics With After 
Effects: The Essentials — is the first 

of a two-volume upgrade. 

Inasense, it’s the pair's first book, 
updated with content on AE 5.5’s 3D 
functionality. With the exception of the 
foreword, every page has been tweaked 
or redesigned, with new images and 
fresh screenshots from the OS X version 
of AE. It also includes a new tutorial 
introducing the workings of the app. 


This impressively illustrated new edition 
covers everything from keyframes, pre- 
composing and parenting to masks, 
mattes and the complexities of After 
Effects’ new 3D space. It’s rounded 
off with a guide to importing files 
from Photoshop and Illustrator, and 
rendering out your motion sequence. 
Creating Motion Graphics is 
crammed with tips, tricks, hints, cheats 
and workarounds. It's a little shy on step- 
by-step tutorials, but the information 
here is priceless. It’s also accompanied 
by a CD containing eight free plug-ins, 
plus six tutorials in PDF format, with all 
the source media and project files. 


USING ADOBE PHOTOSHOP 7 


Price £36.50 

Author Peter Bauer, Jeff Foster 
Publisher Que 

SBN 0789727609 


hen a publisher is forced to 

tease you with ‘The Only 
Photoshop 7 Book You'll Ever 
Need’ tagline, you're immediately a little 
apprehensive. Surely we could all do 
with more than one book on Adobe's all- 
conquering application? 

The feel, weight and size of this 

tome is reminiscent of the Bible 
series that has penetrated the beginner 
and intermediate market so well. Using 
Photoshop 7, though, appears to be 
aimed at the intermediate to expert. And 
being a title that you're in no way going 


to read from cover to cover; it’s fair to say 
that this is more of a dip-in reference 
title. That said, you really can't fault its 
contents. It's authoritative and covers 
every aspect of Photoshop 7 ina great 
amount of detail. 

In many ways, it’s not really any 
different from other titles which take the 
‘everything covered’ reference approach, 
but it’s still a book that can provide 
useful advice as and when you need it. 
Intermediate users will benefit the most, 
and £36.50 isn't bad for a title with as 
much to offer as this. 


LOVE AND THE UNIVERSE 


Price £11 


Author Andy Simionato, Karen Ann Donnachie 


Publisher This is a Magazine 
ISBN 17214904 


his book is a printed collection of 

| T some of the best photography, 
illustration and web experiments from 
[w] www.thisisamagazine.com. Andy 
Simionato and Karen Ann Donnachie 
have assembled the work of some 30 
‘outsider’ artists, and put it all alongside 
their own. The result, This is a Magazine 
— Compendium #1, spans genres as 
diverse as sci-fi, agitprop and streetwise 
observation. The subtitle, ‘Love, The 
Universe and Everything’, is a fitting one. 

Production quality is high: the paper 
is good and the images are well 


produced. We have only two criticisms: 
at 200 pages, there really isn't enough of 
it, and it probably should be a hardback. 
This is a Magazine has consistently 
outdone itself by providing online 
content of an extremely high standard, 
in an interesting format and across a 
number of disciplines — all for free. 
In an age obsessed with turning a profit 
it's immensely refreshing and liberating 
to see that people are happy to be 
creative without the need for immediate 
payback. Buy it now from 
[w] www.thisisamagazine.com. 
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PHOTOSHOP 7 TRADE SECRETS 


Price £28.99 Author Janee Aronoff et al Publisher Friends of Ed ISBN 1-90345-091-8 


he amount of useful information 
that you'll extract from this book 
will really depend on how long you've 
been using Photoshop. 

If you're a Photoshop veteran, you 
may already have stumbled across many 
of the shortcuts in these pages. But new 
and intermediate users could certainly 
benefit from the information here. And it 
should help improve their efficiency, 
enhance the accuracy of their work and, 
above all, deepen their overall 
knowledge of the program. However, you 
will need a good basis knowledge of the 
program though, because the book 
doesn't explain any general techniques. 


There are eight chapters here, and those 
covering subjects such as making 
selections and handling layers are 
outstanding — almost worth the price of 
the book in themselves. Later chapters 
cover retouching, image correction, web 
graphics and some special effects to flex 
your muscles with. 

Essentially, this is a book to be 
dipped into from time to time when you 
need to get yourself out of a corner that 
you've painted yourself into. Advanced 
users may find nuggets of information, 
but it's the intermediate user who will 
really benefit most from the inside 
knowledge that this book provides. 


PHOTOSHOP 7 & ILLUSTRATOR 
10: CREATE GREAT ADVANCED 


GRAPHICS 


Price £28.99 

Author Dave Cross et al 
Publisher Friends of Ed 
ISBN 1-90345-093-4 


his manual illustrates the synergy 
that exists between Adobe's two 
powerhouse applications, and offers 
some solid advice on their strengths and 
weaknesses. It also examines how a 
closer relationship between the two 
applications can be developed. 

The first two chapters cover the 
theory of setting up each program to its 
best configuration before moving on to 
look at issues such as how to maintain 
file and colour compatibility between 


applications. Later chapters cover layers, 


masks, channels and type. 


Chapter four introduces the first of 
three project-based tutorials that 
illustrate how both applications bring 
their own strengths to each project (and, 
more importantly, how to integrate them 
to produce the finished design). 

There's a lack of colour in this book 
and an absence of example files to 
experiment with. However, the detailed 
discussion of the relationship between 
these two programs is credible and 
useful. If you still treat them as separate 
entities, this book will show you that they 
have a great deal to offer each other. 


THE ART OF PHOTOSHOP 


Price £36.50 

Author Daniel Giordan 
Publisher Sams 

ISBN 0-672-32270-6 


a t's rare to find a Photoshop book 
that covers the practicalities of the 
program as well as the aesthetics. 

The author describes this book as: 

“A Photoshop book for designers — one 
that resonates ona visual and artistic 
level while still delivering valuable 
information about image design and 
Photoshop techniques.” 

Opening with a gallery of images 
that are later deconstructed within the 
Photoshop environment, the large format 
of the book is used to its best advantage 
to illustrate each image, but then to 
explain the practicalities of achieving 
the effect in each piece of art. Over four 
self-contained sections, the subjects of 


image handling, editing, montage and 
special effects are all covered. Each of 
these general features is divided into 
more concentrated discussions, such as 
how to use the silhouetting and extract 
feature within chapter three on montage. 
You do get the impression of a hands-on 
tutorial without actually having access to 
the images or the elements themselves. 

There's no doubt that this is a rather 
unique kind of Photoshop book. This is 
because it attempts, and admirably 
achieves, its author's aim: which is to 
demonstrate conclusively that images 
created in Photoshop are just as 
aesthetically valid as any created with 
traditional media. 
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MOVING TYPE 


Price £24.95 Author Matt Woolman & Jeff Bellantoni Publisher RotoVision ISBN 2-88046-369-6 


1M oving Type is all about spatio- 
temporal typography. Which in 
plain English, basically translates as type 
that moves, transforms, mutates, 
duplicates, blurs and interacts; existing 
solely within the virtual realm of the 
computer screen. With the 
accompanying files on the CD, this book 
is as interactive as the type designs that 
it illustrates. 

Preliminary chapters lay solid 
foundations in legibility, structure, 
framing and colour. Subsequent 
chapters then take an in-depth look at 
each of these elements as they are 
applied to moving type. The concluding 


chapter moves into the professional 
world with a excellent cross-section of 
work from some of today’s practising 
designers such as Yugo Nakamura of 
MONO*‘crafts and Joel Marcus of 
M:Design+Direction. 
This book 
illustrates very 
clearly what can be 
achieved when type is 
allowed to move and express 
itself. The book’s accompanying 
CD should enable the readers to 
immerse themselves in each of the 
designs and to glimpse first-hand 
exactly how the type can come alive. 


MAKING DIGITAL 


TYPE LOOK GOOD 


Price £19.95 

Author Rob Gordon 
Publisher Thames & Hudson 
SBN 0-500-28313-3 


his rather sumptuously presented 
manual is a must-buy for anyone 
who is at all involved with specifying 
digital type. The book is divided into 
three main sections: the history of type, 
a host of specimen fonts, and then an 
overview of some of the leading type 
foundries of today. 

It's worth pointing out from the 
outset that this is not a manual of 
tutorials but a truly excellent reference 
resource instead. It not only illustrates 
how some of the leading fonts will look 
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when they are printed in various point 
sizes but also allows an immediate 
visual comparison to be made; this then 
enables the designer to choose font 
settings with ease. 

Supporting the more practical 
material is an overview of all the major 
type foundries, and also a close look at 
today's practising type designers. If you 
need a type reference manual, but also 
want to learn a little more about the 
history of type and who is practising font 
design today, look no further. 


PHOTOSHOP TYPE EFFECTS — 
VISUAL ENCYCLOPEDIA 


Price £34.99 


Author Roger Pring 
Publisher New Riders 
ISBN 0-735-71190-9 


G rom the very first page, this book 
is visually stunning. Presented in 
large format full-colour throughout, this 
is the ultimate type resource for 
Photoshop users. It offers practical 
information as well as mountains of 
material to fuel your imagination. 
Divided into two general sections, 
the book begins with an overview of the 
language of type and how this is 
manipulated within the Photoshop 
environment. You then move on to the 
heart of the book, which is the step-by- 


step tutorials that illustrate how to 
achieve each effect with ease. With an 
appendix that illustrates 187 basic filter 
effects, and what can be achieved with 
third-party software, this is as 
comprehensive a type manual as you are 
ever likely to see. 

Take this encyclopedia as your 
inspiration, and as just a beginning. From 
these diverse type effects, more can be 
created with simple manipulation of the 
effects parameters. If you buy one book 
on Photoshop type effects, buy this one. 


ABOUT FACE — REVIVING THE RULES OF TYPOGRAPHY 


Price £29.95 Author David Jury Publisher RotoVision ISBN 2-88046-677-6 


n today’s graphics industry, it 
w seems that every design rule is 
there to be broken. And none more so 
than in the use of type. However, what 
this book comprehensively illustrates is 
that the rules that have developed over 
centuries really are there for a good 
reason. They can be broken, buta 
thorough understanding of how these 
rules affect type is absolutely essential 
to good design. 

Over 13 chapters, typography is 
thoroughly dissected so that the reader 
can see first-hand how readability and 
legibility are dramatically different. 
Readers are also shown how the 


Books Reviews [| 


manipulation of space and the use of 
paper and print finishing impact on the 
final design. 

As this book points out, “Rules 
improve legibility, strengthen 
communication and make words more 
potent. Rules that provide the designer 
with invaluable knowledge about the 
craft of communication”. 

Programs such as Photoshop now 
enable you to change every aspect of a 
font’s design. And taking some time to 
learn the basic rules of this art should 
ultimately ensure that your typographic 
inspiration will, above everything else, 
communicate your message. 


STOP STEALING SHEEP & FIND 
OUT HOW TYPE WORKS enveoition 


EDWARD FELLA: 
LETTERS ON AMERICA 


Price £22.99 PHOTOGRAPHS AND LETTERING 
Author Erik Spiekermann & E.M. Ginger ‘ 
Publisher Adobe Press ree aa 


ISBN 0-201-70339-4 


ow inits second edition, this slim 

NI and unassuming book is a 
powerhouse of insight into type design 
and usage. Page after page of clear and 
concise explanation moves you from an 
overview of what type is and how it's 
used, to more in-depth discussions of 
how to choose just the right face for 
your project. 

Technical explanations are kept to a 
minimum, with illustration used on each 
and every page to make the authors’ 
points and show clear examples of the 


technique under discussion, This book 
is itself a masterclass in type design. 

Type examples are also shown 
throughout the book, which certainly 
adds to its usefulness as a type 
specification guide. But this book is 
much more than that. Your own 
understanding of how type can be used 
willtake a quantum leap after reading 
this book. As the authors point out, type 
can “walk, run, skip, jump, climb and 
dance”. Read this book and you'll soon 
find out why and how. 


Author Essays by Lewis Blackwell & Lorraine Wild 


Publisher Lawrence King 
ISBN 1-85669-182-9 


here are few that consist solely of 
pictures of type but Edward Fella: 
Letters on America is just that. 

If you ever believed that America is 
the land of pointless signs then this is 
the book to convince you otherwise. 
Fella has systematically photographed 
lettering, typography and signage that 
ooze American style. Take the 
McDonald's illuminated sign that has its 
front ripped away to reveal the 


florescent tubes beneath. Or maybe the 
faux Wild West restaurant menu with its 
‘The Good, the Bad, and the Ugly’ style 
typeface — they're all in here. 

And when you finally finish flicking 
through its structurally identical pages, 
you're left with a sense that you too have 
travelled the length and breadth of 
America photographing the typography 
that makes up the American print style. 
This is a great book for ideas. 
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Disc pages Chapter 8 | 


Your guide to all the software, plug-ins, images 
and tutorial files that are packed on to your two 
complementary CD-ROMs. 


246 Adobe Photoshop 7 (trial version) 

246 Your tutorial files 

247 Flaming Pear Photoshop alesis 7 
247 95 Photos by Image“After 

248 Using Zephyr and Electroplate plug-ins 

249 : 


Royalty-free photographs from imagesource 
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ON YOUR CDs 


Adobe Photoshop 7 


Adobe Photoshop is without doubt the most versatile tool 
that most creatives will ever touch. Get a feel for the program 
and its interface, with this trial version ... 


hotoshop has become the tool that 
no digital artist can live without. 
From its humble beginnings as a 
digital darkroom, the tool has 
embraced photographers illustrators, digital 
artists and web designers alike. The rise of 
the popular PSD file format, now supported 
by virtually every major application, provides 
a wealth of advantages including multiple 
layers, opacity and blending mode support, 
and, in recent times, vector text and shapes. 

For illustrators and digital artists, 
Photoshop provides some excellent natural 
media and drawing tools, as well as stunning 
integration with Adobe Illustrator — meaning 
you can switch between vector and bitmap 
editing with the minimum amount of fuss. 

In fact, it remains true that you can drag and 
drop images from one app to another without 
losing valuable aspects such as opacity, layer 
masks and blending modes. 

For 3D artists, Photoshop is just as 
important — providing a wealth of tools for 
creating and editing textures, as wellas a 
feature set enabling the 3D artist to 
confidently post-process a render. 

Web designers revel in the stunning 
Photoshop and ImageReady web-based 
features, which since being introduced in 
version 5.5 have become the standard in 
crunching graphics for online distribution. 


Indulge your fantasies by creating surreal images. 
Find out more about this one on page 144. 


Video editors and compositors find 
Photoshop similarly important — titles, 
motion graphics and logos often beginning 
in Adobe's app. Finally, with the introduction 
of InDesign 2, page layout artists have a 
solution enabling them to retain important 
Photoshop image elements such as 
transparency and blending modes, without 
flattening the image manually before export. 

It’s certainly an impressive package, but 
most of us would still be unwilling to shell out 
£600 before giving the producta trial run. 
That's why we hope this totally free trial 
version will be a great asset... 


Anything is possible with Photoshop. This fun and 
funky image is our tutorial project on page 145. 


YOUR TUTORIAL FILE 


S ON CD-ROM 2 


Crammed on to CD-ROM 2 you'll find all the files you need 
to complete the projects and tutorials featured in this issue 


Throughout the pages of this publication you'll find references to 
handy files on the cover CD, which are essential for successfully 
completing our tutorials. You can track down all of these files directly 
by navigating the easy-to-use interface on CD-ROM 2. 

Pop the CD-ROM into your CD-Rom drive, and it should boot up 
automatically. If it doesn't, simply click on Start, choose Run and type 
D:\handbook.exe (where D is your CD-ROM drive. If you're using a 
Mac, open the CD on your desktop and double-click the handbook 
icon. 

Once you've booted up CD-ROM 2, just look for the name of the 
tutorial or project that you're working on. Once you've found it, 
double-click on it to enter the directory folder that contains all the 
files you need. Most of these will be image files, which are allready 
for you to experiment with. Just open them up in your trial version of 
Photoshop - or within the full version, if you're lucky enough to have it 
installed - and away yougo! 


THE COMPLETE ADO! 
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Our easy-to-use interface makes it easy to find the file you're 
looking for. Just click on the name of the tutorial. 


Zephyr and Electroplate by Flaming Pear 


Get started with the slick pair of free plug-ins on our CD, worth $20 each... 


laming Pear is well known for the quality of its 

Photoshop plug-ins, having produced popular 
favourites such as SuperBladePro, Mr Contrast, 
Glitterato and LunarCell. We've already shown you one 
suburb collection of plug-ins, but in addition to 
Cumulus, Wreckage and Sphere Warp, we also bring 


you the fantastic Zephyr and Electroplate. These two 
plug-ins can produce such stunning effects that we 
couldn't resist showing you exactly how they both work. 
Check out the three-step tutorials below for a brief 
outline of what these powerful tools can do. 

If you like what you see, pay a visit to the Flaming 


Pear website at [w] www.flamingpear.com. There you'll 
find more details about the company’s entire range of 
creative plug-ins, and find out which of their plug-ins 
best suit your needs. To investigate further, why not 
experiment with the other 15 demo plug-ins that are 
included on your packed CD-ROM 1, 


Using Zephyr 


Psychedelic colours and strange visuals with Zephyr... 


Installing your 
plug-ins 

Installing your Flaming Pear plug~ 
ins is extremely simple. From our 
cover CD, simply drag the plug-ins 
(file extension .8bf on the PC) 

into your Photoshop plug-ins 
directory. On the PC, this is found 
inthe C://Program Files/Adobe/ 
Photoshop directory (where C is 
your hard drive), On the Mac, 

you'll find this in the 
Applications/Photoshop directory 
‘on your Mac HD (or wherever you 
installed Photoshop). To uninstall 
the plug-ins, simply remove them 
from the folders. 


w Zephyr is a simple filter that can be used to 
generate psychedelic colours overlaying your 
images. There are no sliders or options as such — the 
filter simply applies vivid colours randomly. Open up 
b3_plants005.jpg from the Image After folder on 
your CD. Apply the Zephyr filter from the Flaming 
Pear>Zephyr option in the Photoshop filters menu. 


This is Zephyr at its most basic, but combining 

it with other, native Photoshop filters you can 
produce some pretty interesting and diverse effects, 
Duplicate the Background layer you've just applied 
the filter to and on the new layer apply a Gaussian 
Blur filter with the radius set to around 58. Take the 
opacity of the layer down to around 60 per cent ~ 
creating a hazy coloured light effect. 


To add an artistic effect to our image, we can 
add an Angled Stroke filter to a new layer. 
Duplicate the Background layer once more. On the 
new layer you've created (named Background Copy 2 
by default) apply the Angled Stroke filter from the 
Brush Strokes sub-menu in the Filter menu. Drop 
the Background Copy 2 layer in between the 
Background and Background Copy layers. 


Using Electroplate 


Create metallic embossed effects in no time at all... 


Open up the image b3_household003.jpg 
| 1 | from your cover CD-ROM1. Using Flaming 
Pear’s Electroplate you can quickly create a metallic, 
embossed-like effect - the resulting image looking 
like it's been crafted out of metal. Go to 
Filter>Flaming Pear>Electroplate. Take a quick look 
at the interface - bear in mind that the dice button 
creates a random effect, whereas the two CD icons 
enable you to save and reload certain settings. 
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Now you can begin experimenting with the 

filter. To create a hard, edgy, effect, choose 
Steel from the Substance drop-down. Next, ramp up 
the Brilliance slider all the way to 100. Take down the 
Chunkiness slider and, to make sure that the edges 
remain crisp, slide the melting slider down to 0. The 
Melting slider blends the edges together, giving the 
appearance of liquid metal - experiment with this in 
conjunction with the Mercury preset. 


Next, you can create a tin foil effect — as if an 
object has been pressed into a sheet of 
aluminium foil. Open up image 
b3_humanparts001 jpg (ear image) from your cover 
CD-ROM1 and rotate it 90 degrees clockwise. In 
Electroplate, choose the Aluminium preset from the 
drop-down. Slide the Brilliance down to around 50, 
the Chunkiness up to 100 and the Melting to 0. 
Set the Relief to around 40 and apply the filter. 


FLAMING PEAR PLUG-INS 


On your cover CD you'll find three top plug-ins from Flaming Pear, compatible 
with Windows, Mac OS 9 and OS X. Make realistic clouds, reassemble imagery, and 
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map images to 3D spheres. Plus, try out Flaming Pear's entire portfolio of plug-ins for 30 days! 


Cumulus 

Create realistic-looking 
clouds and add them to your 
Photoshop compositions 


TRIO Bape 


Cumulus provides a quick and easy way to create 
realistic clouds, whether you're after a dark, gloomy sky 
ora gorgeous Mediterranean sunset. The interface is 
packed with great (and sometimes oddly-named) 
options, and Flaming Pear’s trademark slider controls 
ensure easy configurability. A preview pane on the right 
gives you the results of your work instantly. There are 
also options for changing the colour of your clouds, 
adding a backlight fora sun shine-through effect and 
adjusting sky colour. You can also save all of your 
settings to load back in at a later date. 


Wreckage 


Take a perfectly good image, 
and then destroy it — all in the 
name of great effects 
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The graphics market is absolutely busting with plug-ins 
that enable you to improve the quality of your digital 
images and illustrations. However, Wreckage does the 
complete opposite — it takes an image, trashes most of 
the data, then reassembles it! A range of options, 
displayed in slider form, provide precise control over 
how your image is destroyed and reconstructed, and 
you can save/reload your favourite settings at a later 
date. Some interesting pixellated effects, as well as 
warp and blotch effects, are provided. There's even 

an intriguing Randomise function. 


Sphere Warp 


A great tool for the 3D 
artist wanting to map their 
images onto spheres 


The final free plug-in from Flaming Pear on your 
coverdisc is Sphere Warp — a neat tool for quickly 
preparing images that you can then wrap onto a 
sphere ina 3D application. This alleviates the need 
to fiddle with maps in 3D packages, making it simple 
to create, say, a model of the Earth, complete with 
texture, in no time at all. 

The plug-in features Sphere Warp A and Sphere 
Warp B, which each apply a different strength Sphere 
Warp. There are no sliders or options for this filter — 
you simply navigate to Filter>Flaming Pear>Sphere 
Warp A or Sphere Warp B and the plug-in does the rest. > 


Files on disc 


Photos and textures 


95 Photos by Image“After 


Try out this interesting collection of pictures from nature, human 


body parts, a broad array of plants and trees, and household 
objects. Go ahead and use these in your Photoshop projects... 


mage’ After is a new image library that | 
specialises in photos and textures. The company 
was set up by three designers and is building up 
its database of files, ready for download from its 
website. The amazing thing about the Image’ After 
project is that the images are free. The creators of the 
site don't intend what's offered to be seen as stock 
photography, but as raw materials to be used in other 


works, such as what you create in Photoshop. 

Image’ After is still being developed and new 
images are being added to the site all the time. It's 
worth paying ita visit from time to time to see what's 
available. The good news is that you're free to use and 
edit the Image’ After sample files on our CD as you see 
fit. You'll find all the images in the Image’ After folder on 
CD-ROM 1. Visit the site at [w] www.imageafter.com. 
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Images 


imagesource 


You'll find all five of these high quality photos 
from Image Source on our CD. They come from 
the Sunshadows, Grand Old Times, Garden and 


Growth Economy collections... 


hether it's objects, people, scenes or action that 

you need ina photograph, there's a good chance 
the Image Source collection has something to offer. The 
company has a huge selection of high quality shots with 
over 220 CDs in its collection, and over 20,000 single 
images on sale. CD sets cost between £399 
and £499, while if you order single images, they'll start 
at £49 at low resolution right up to £249 fora super 
high-res image that can be used at up to A3 size. 
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The images on our CD are either A3 or A4 size - you'll 
find them on CD-ROM 1. 

Impressive new images are constantly being added 
to the Image Source collection — see the latest 
inclusions when you visit [w] www.imagesource.com 
Please be aware that these Image Source images are for 
restricted use ona promotional and educational basis, 
not for re-use or resale to a third party or for commercial 
gain. All rights reserved Image Source Limited. 
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